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INTRODUCTION 


O  attempt  another  history  of  literary  criticism  in  the 
Renaissance  in  view  of  the  monumental  works  of  Saints- 
bury,  Spingarn,  and  Patterson  would  be  rash,  if  not 
superfluous.  Yet,  the  field  is  so  large  that  a  great  deal 
of  such  interpretive  work  as  W.  G.  Crane's  Wit  and 
Rhetoric  in  the  Renaissance  and  Kenneth  Myrick's  Sir  Philip  Sidney:  the 
Elizabethan  Courtier  as  Critic  and  Literary  Artist  is  necessary  in  order  to 
throw  more  light  on  special  problems  connected  with  the  subject. 
The  purpose  of  this  essay  is  not  to  review  once  again  all  the  ideas  of 
the  Renaissance  critics,  but  rather  to  examine  that  portion  of  their 
criticism  which  was  directly  affected  by  the  social  and  political  ideas 
of  their  age.  Since  in  the  Renaissance  little  attempt  was  made  at  a 
dichotomy  between  social  and  so-called  aesthetic  thinking,  the  amount 
of  critical  expression  which  falls  within  the  scope  of  my  purpose  is 
very  large  indeed.  Thus,  though  this  book  does  not  concern  itself 
with  the  critical  ideas  for  their  own  sakes,  few  of  them  are  omitted. 
The  result  of  this  study  is,  I  believe,  to  show  that  the  critical  thought 
of  the  Renaissance  was  influenced  in  important  ways  by  the  social 
conditions  which  gave  it  birth.  Whether  this  is  true  of  critical  thought 
in  general  it  is  not  now  my  business  to  determine,  but  I  suspect  a 
study  similar  to  this  one  for  other  periods  would  show  a  like  result. 

My  concern  has  been  with  the  intellectual  patterns  rather  than  with 
the  individual  critics.  In  the  case  of  only  two  critics,  Castelvetro  and 
Milton,  have  I  felt  that  their  uniqueness  warranted  a  departure  from 
this  procedure.  Any  attempt  at  close  chronology  would  have  pre- 
vented the  logical  presentation  of  the  pattern  of  the  idea  on  a  given 
point.  Where  the  chronology  was  of  importance,  I  have  tried  to 
indicate  it. 

Although  this  essay  is  divided  into  three  parts:  Italy,  France,  and 
England,  this  national  division  is  not  the  only  possible  one.  I  have 
used  it  because  I  believe  that  differences  of  nation  and  culture  are 
significant  enough  in  this  study  to  demand  it.  On  the  other  hand,  the 
international  quality  of  much  of  the  criticism  is  striking  enough  to 
make  it  profitable  for  the  reader  to  examine  the  parallel  sections  in 
each  national  division  side  by  side.  By  doing  so,  a  good  impression 
may  be  obtained  of  the  numerous  borrowings,  not  only  in  ideas  but 
also  in  phraseology,  that  took  place  among  the  literary  critics.  Gener- 
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ally  speaking,  France  took  her  cue  from  Italy,  and  England  is  heavily 
in  debt  to  both. 

In  order  to  obtain  a  clearer  idea  of  the  intellectual  background 
against  which  these  critics  worked,  an  examination  of  the  leading 
socio-political  ideas  of  the  Renaissance  is  desirable.  First  let  us  look 
at  Italy. 

The  period  of  the  Renaissance  in  Italy  is  often  called  the  age  of  the 
despots.  Exception  can  be  made  to  this  as  to  any  other  generaliza- 
tion. Despotism  existed  in  the  Kingdom  of  Naples,  the  Papal  States, 
and  elsewhere  in  Italy  before  the  fifteenth  century,  while  Venice  and 
Lucca  survived  as  republics  throughout  this  period.  Yet,  the  fact  re- 
mains that  the  historic  spiral  of  the  age  was  from  the  commune  to 
the  despotic  state.  The  fifteenth  century  saw  Florence,  which  had 
hitherto  strenuously  defended  her  liberties,  submit  to  the  rule  of  the 
Medici — though  not  without  further  struggles  and  not  entirely  at  the 
expense  of  her  democratic  ideals,  as  we  shall  see. 

Typically,  each  petty  state  was  ruled  by  an  absolute  prince,  legiti- 
mate or  usurper.  Although  social  conditions  within  the  various  prin- 
cipalities differed,  in  all  of  them  one  could  find  an  aristocracy  that 
prided  itself  on  birth,  or  wealth,  or  learning,  or  all  three.  The  ideal 
of  the  times  is  the  accomplished  courtier,  as  sketched  by  Castiglione, 
and  aristocratic  mores  dominate  the  thinking  of  the  age.  Throughout 
our  essay  we  shall  find  that  the  aristocratic,  hierarchical  society  is 
accepted  as  the  norm  by  most  of  the  literary  critics.  We  find  the 
attitude  of  scorn  for  the  people  so  predominant  in  the  treatises  we 
deal  with  that  it  is  worth  while  to  ask  ourselves  whether  a  more 
liberal  democratic  idea  was  even  possible  in  that  age. 

If  we  were  writing  a  political  history  of  Italy  in  this  period,  we 
should  certainly  have  to  distinguish  clearly  between  monarchy  and 
the  aristocratic  republic,  since  they  differed  both  in  theory  and  in 
practice.  Our  interest  lies  in  examining  the  influence  of  nondemo- 
cratic  social  ideals  on  literary  criticism,  and  from  our  twentieth- 
century  viewpoint  the  differences  are  not  important  enough  to  claim 
the  space  that  would  have  to  be  devoted  to  a  working  out  of  these 
distinctions. 

Yet  we  cannot  fail  to  mention  the  growth  of  tyrannicide,  both 
theoretical  and  practical,  that  the  despotism  of  the  age  gave  birth  to. 
Montaigne  was  not  the  only  one  who  was  infatuated  with  Brutus. 
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The  Italian  humanists  before  him  had  made  of  Caesar's  assassin  a 
hero.  Niccolb  de'  Niccoli  condemned  Dante  for  putting  him  in  the 
lowest  pit  of  hell,  and  the  political  theorists  of  the  time  discuss  at 
length  whether  it  is  permissible  to  put  a  tyrant  to  death.  The  anti- 
despot  plots  of  Porcari,  Olgiati,  Pazzi,  and  Boscoli  show  that  this  was 
no  question  for  idle  theorizing.  Nowhere  is  the  humanistic  back- 
ground for  tyrannicide  better  shown  than  in  the  Apology  that  Loren- 
zino  de'  Medici  wrote  after  his  successful  attempt  upon  the  life  of 
Duke  Alessandro.  He  claimed  for  himself  the  title  "the  modern 
Brutus,"  and  most  of  his  contemporaries  were  willing  to  grant  it  to 
him.  Many  historians,  however,  suspect  that  the  murder  was  mo- 
tivated by  insults  offered  by  the  duke  to  his  sister  Laodamia.  Certain 
it  is  that  no  good  came  of  his  act.  Another  tyrant  took  the  duke's 
place.  Sincere  as  some  of  these  tyrannicides  probably  were,  it  is  diffi- 
cult to  look  upon  them  as  disinterested  citizens,  since  personal  motives 
entered  so  largely  into  their  acts.  In  few  cases  can  one  make  the  theory 
of  tyrannicide  equal  that  of  republicanism. 

If  democratic,  or  at  least  bourgeois,  thinking  were  to  be  found 
anywhere,  one  would  expect  it  to  be  among  the  ranks  of  the  citizens 
of  the  so-called  Italian  republics.  Leaving  the  lesser  republics  out  of 
account,  we  can  consider  the  greatest  and  most  representative — 
Venice  and  Florence.  Yet  one  would  be  hard  put  to  it  to  find  any- 
thing corresponding  to  modern  democratic  procedure  or  ideals  in 
Venice.  At  no  time  during  the  Renaissance  could  Venice  be  called 
anything  but  an  oligarchy.  The  power  was  entirely  in  the  hands  of  a 
close  commercial  aristocracy,  nonfeudal,  it  is  true,  and  ostensibly 
connected  with  the  guilds,  but  no  less  an  aristocracy  for  all  that.  The 
Venetian  nobles  ruled  through  the  agency  of  the  despotic  Council 
of  Ten  and  a  doge,  whose  power  came  from  his  prestige  as  one  of  the 
greatest  nobles  rather  than  from  any  great  constitutional  authority. 
Beneath  this  superstructure  came  the  Grand  Council,  limited  in 
membership  to  the  ruling  clique.  It  was  this  government  that  was 
the  ideal  of  the  constitutional  theorists  of  the  Renaissance.  No  demo- 
cratic tradition  can  be  found  here.  Indeed,  the  whole  Venetian  ide- 
ology was  based  on  the  conception  that  the  state  was  everything;  the 
individual  almost  nothing. l 

1  Symonds,  Renaissance  in  Italy,  I,  1 1 8. 


4  INTRODUCTION 

The  case  of  Florence  is  more  complicated.  The  Florentine  cultural 
customs  were  more  liberal,  and  the  individual  had  a  greater  feeling 
of  his  own  worth  than  did  the  citizen  of  Venice.  At  the  beginning  of 
the  Renaissance,  Florence  was  under  the  rule  of  the  Medici.  Since  in 
theory  it  was  still  a  commonwealth,  many  of  the  forms  of  republican 
government  were  kept,  though  the  rule  of  Cosimo  and  that  of  Lorenzo 
were  as  absolute,  even  if  not  so  barbarous,  as  that  of  Hitler  in  Ger- 
many today.  Hitler,  we  know,  asserted  that  he  is  ruling  under  the 
constitution;  so  did  the  Medici.  From  1494  to  151 2  Florence  was  a 
free  commonwealth,  but  in  that  last  year  the  Medici  again  came 
back  to  power.  From  1527  to  1530  the  republic  established  herself 
for  the  last  time,  finally  falling  in  a  gallant  fight  against  overwhelming 
odds.  In  1 53 1  the  Medici  returned  again,  this  time  as  the  hereditary 
dukes  of  the  once  free  city. 

Florence  at  no  time  felt  common  sympathy  with  the  other  republics 
of  Italy.  Under  Cosimo,  instead  of  entering  into  an  alliance  with  the 
republics  of  Milan  and  Bologna  against  their  common  foe,  the  tyrants, 
she  helped  to  enslave  them.  When  the  people  of  Florence  had  freedom, 
they  felt  no  disposition  to  extend  it  to  the  states  which  they  had  con- 
quered and  were  exploiting  for  their  own  profit.  Even  farther,  in 
most  cases,  from  the  minds  of  her  citizens  was  any  idea  of  Italian 
unity.  Savonarola  preached  that  the  salvation  of  Italy  would  come 
about  through  the  domination  of  the  French,  and  under  the  friar's 
leadership  the  republic  existed  only  by  the  sufferance  of  Louis  XII. 

At  this  time  even  the  most  liberal  republican  thinkers  had  no  no- 
tion of  real  representative  government.  In  Savonarola's  republic  the 
electorate  was  confined  to  those  who  were  members  of  the  greater 
or  the  lesser  arti:  "There  was  no  extension  of  the  franchise  in  the 
modern  sense;  no  new  class  obtained  a  share  in  the  government."2 
Government  was  in  the  hands  of  the  upper  middle  classes.  Machi- 
avelli's  sympathies  were  wholly  republican,  but  he,  too,  thought  that 
the  power  of  government  should  rest  in  the  hands  of  the  few.  He 
was  aware  of  the  tendencies  of  his  age,  however,  and  in  his  desire 
for  a  unified  Italy  put  his  hope  in  a  strong  despot  who  might  make  of 
Italy  another  unified  state  like  the  states  of  France  and  Spain. 
Guicciardini,  who  judged  the  Venetian  commonwealth  to  be  the 

2  Armstrong,  "Florence  (i):  Savonarola,"  in  Cambridge  Modern  History,  I,  160. 
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ideal  type  of  government,  yet  spent  his  active  political  life  serving 
the  worst  of  the  Medici. 

We  may  conclude,  then,  that  nowhere  in  Italy  was  there  a  strong 
enough  stream  of  democratic  thought  to  greatly  influence  the  think- 
ing of  the  time.  Certainly  we  find  little  evidence  of  it  in  the  literary 
criticism.  The  people  was  a  mad  beast.  As  Guicciardini  said:  "Chi 
disse  uno  popolo,  disse  veramente  uno  animate  pazzo,  pieno  di  mille 
errori,  di  mille  confusioni,  sanza  gusto,  sanza  diletto,  sanza  stabilita."3 
This  opinion  was  almost  universal. 

To  what  extent  was  this  rejection  of  the  mob  political,  and  to  what 
extent  was  it  merely  the  scholar's  scorn  for  the  unlearned?  This  is  a 
nice  question  and  one  that  would  seem  difficult  to  answer.  We  can 
only  quote  the  men  of  that  time;  we  cannot  ask  them  for  further 
clarification.  In  Chapter  V  the  evidence  is  given  for  the  literary  crit- 
ics of  the  sixteenth  century.  Perhaps  it  will  aid  us  in  reaching  a  deci- 
sion if  we  look  at  the  humanists  of  the  fifteenth  century.  The  vanity 
of  the  humanists  was  incredible.  They  possessed  a  social  position  so 
elevated  that  kings,  cardinals,  and  courtiers,  recognizing  that  by  the 
pens  of  the  learned  fame  or  infamy  would  be  awarded  them  by  pos- 
terity, bowed  down  before  them. 4 

The  result  of  this  was  a  snobbery  so  intense  that  it  seems  to  me  to 
have  connotations  that  are  inescapably  political  and  social.  I  am  not 
alone  in  this  opinion;  the  French  Renaissance  scholar  Philippe 
Monnier  says  of  this  attitude: 

L'esprit  se  retranche  et  s'isole.  La  pensee  se  recule  de  la  foule  et  s'etablit  sur 
les  hauteurs.  L'art  prend  des  lettres  de  noblesse  et  se  fait  patricien.  Au  lieu 
d'ecrire  pour  tous  dans  une  langue  que  tous  peuvent  comprendre,  on  ecrit 
pour  quelques-uns  dans  une  langue  d'inities.  Au  lieu  de  se  meler  au  peuple  et 
de  s'enrichir  au  contact  du  peuple,  on  se  defend  du  peuple  par  une  cloison  de 
livres.  Au  lieu  de  repandre  la  bonne  nouvelle  sur  la  place,  on  la  sequestre  et 
on  la  tient  sous  le  boisseau.  La  litterature  cesse  d'etre  nationale  pour  devenir 
l'expression  de  quelques  specialistes,  professionnels  et  raffines.  Une  nouvelle 
aristocratie,  l'aristocratie  intellectuelle,  est  fondee. 

Le  peuple  n'interesse  plus.  Le  peuple  est  la  plebe.  Le  peuple  est  la  racaille  et 
la  canaille.  Le  peuple  est  le  vulgaire  et  le  troupeau.  II  est  ignoble.  II  est  sans 
lettres  et  sans  moeurs.  II  ne  sait  rien.  II  pratique  un  dialecte  informe  qu'on 

3  Guicciardini,  "Ricordi  politici  e  civili,"  cxl,  in  Opere  inedite,  Vol.  I. 

4  Voigt,  Die  Wiederbelebung,  II,  362. 
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parle  dans  les  tavernes  et  les  carrefours;  il  n'a  point  lie  "une  douce  habi- 
tude avec  les  morts";  il  ne  cultive  point  Peloquence  et  la  vertu;  il  ne  s'est 
point  adonne  aux  etudes  d'humanite,  "citadelle  de  l'esprit."  II  faut  le  bannir 
et  le  proscrire.  ...  II  n'y  a  pas  un  doute  ou  une  exception  a  cet  egard.  On 
se  montre  unanimement  impitoyable,  accablant  de  quolibets,  d'injures  et 
de  mepris  la  populace  demeuree  fidele  aux  habitudes  de  la  commune  et 
aux  histoires  de  bonnes  femmes;  on  la  raille,  on  la  conspue,  on  la  fletrit;  on 
fait  mieux,  on  l'ignore.5 

When  one  considers,  too,  that  after  Paul  III,  the  Inquisition  be- 
came so  strong  that  it  was  impossible  to  publish  a  word  which  did 
not  meet  the  approval  of  the  despots  of  church  and  state,  is  one 
likely  to  wonder  that  Renaissance  criticism,  was  aristocratic  in  es- 
sence? Though  the  final  settlement  of  Italian  society  did  not  take 
place  until  the  middle  of  the  sixteenth  century,  most  of  the  literary 
critics  who  wrote  before  that  time  anticipated  it. 

Although  Italian  political  nationalism  was  faced  with  insuperable 
obstacles,  patriotic  feeling  found  expression  in  the  labor  of  restoring 
the  ancient  cultural  heritage  of  the  peninsula  and  of  perfecting  the 
ancestral  language.  From  one  point  of  view  the  Revival  of  Learning 
was,  as  Symonds  remarks,  "a  national,  a  patriotic,  a  dramatic  move- 
ment."6 Patriotic  as  was  this  movement,  it  was  a  peculiar  form  of 
patriotism,  devoid  of  many  of  the  connotations  we  give  that  word  in 
speaking  of  France  and  England.  For,  alas,  there  was  no  linguistic 
continuity  to  exercise  the  power  over  men's  minds  that  was  exerted 
by  the  vision  of  the  national  state  in  other  countries.  Even  in  the 
"patriotic"  fight  for  the  re-establishment  of  the  vernacular  sectional 
differences  were  great  enough  to  turn  the  battle  into  a  squabble  over 
whether  the  national  tongue  should  be  called  Tuscan,  Florentine, 
Siennese,  or  Italian. 

The  political  theories  of  Renaissance  France  are  of  much  greater 
interest  than  those  of  Italy  and  England  in  the  sixteenth  century.  In 
them  there  are,  on  the  one  hand,  a  larger  body  of  antimonarchical 
theory  and,  on  the  other,  more  exaggerated  defense  of  divine  right 
than  was  needed  in  the  other  two  countries.  In  the  realm  of  literary 
criticism  the  result  is  that  in  France  there  is  occasionally  a  critic  who 
is  less  blinded  by  kingly  power  than  are  critics  in  the  other  two  coun- 
tries; but  more  often  the  critical  treatises  express  the  utmost  contempt 

6  Le  Quattrocento,  I,  327-328.     6  Symonds,  Renaissance  in  Italy,  II,  452. 
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for  the  people  and  the  highest  praise  for  absolutism.  The  persistence 
of  the  odi  prqfanum  vulgus  theme  in  French  criticism  is  a  witness  to 
the  fact  that  there  existed  antiaristocratic  ideas  strong  enough  to 
need  combatting. 

As  every  one  knows,  it  was  the  wars  of  religion  which  made  France 
the  battlefield  of  politico-religious  ideas.  Although  it  was  from  this 
struggle  that  the  theories  of  the  rights  of  the  people  sprang  in  answer 
to  the  divine  rights  of  kings,  Luther  and  Calvin  were  only  indirectly 
responsible.  Neither  could  be  called  a  democrat  by  any  stretch  of 
the  term.  Luther  wrote: 

The  princes  of  this  world  are  Gods,  the  common  people  are  Satan,  through 
whom  God  sometimes  does  what  at  other  times  he  does  directly  through 
Satan,  that  is,  makes  rebellion  as  a  punishment  for  the  people's  sins. 
I  would  rather  suffer  a  prince  doing  wrong  than  a  people  doing  right.7 

Luther's  doctrine  was  later  to  be  called  "passive  obedience,"  and 
Calvin  was  at  one  with  him  in  this  respect.  To  resist  the  prince  or 
magistrate  was  to  resist  God.  Although  not  one  to  submit  passively 
to  a  king,  Calvin  had  nothing  approaching  a  theory  of  popular  rights. 
His  political  viewpoints  were  in  all  important  respects  aristocratic. 
Democracy  was  hateful  to  him,  and  he  had  nothing  but  contempt 
for  the  popular  movements  of  his  age.  He  described  the  Anabaptists 
as  "those  who  lie  pell  mell  like  rats  in  the  straw."8  And  it  was  Calvin 
who  most  directly  influenced  French  Protestantism. 

Yet  in  spite  of  the  opinion  of  Luther  and  Calvin,  when  the  situa- 
tion was  such  that  the  prince  failed  to  follow  the  dictates  of  the 
Protestant  movement  in  France,  it  became,  almost  inevitably,  a 
movement  in  opposition  to  the  ruling  powers.  This  was  especially 
true  of  Calvinism,  which  proclaimed  that  it  was  the  right  of  the 
church  to  decide  on  matters  of  religious  doctrine.  In  both  Scotland 
and  France  in  the  sixteenth  century  the  Calvinists,  because  of  this 
principle,  found  themselves  in  opposition  to  their  kings. 

In  Scotland,  Knox  and  Buchanan  asserted  that  it  was  the  duty  of 
the  people  to  coerce  an  idolatrous  monarch.  Knox  declared  that  "it 
is  no  less  blasphemy  to  say  that  God  hath  commanded  Kings  to  be 
obeyed  when  they  command  impiety,  than  to  say  that  God  by  his 

7  Quoted  by  P.  Smith  in  The  Age  of  the  Reformation,  pp.  594  ff. 

8  Quoted  by  Sabine,  in  his  History  of  Political  Theory,  p.  368. 
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precept  is  author  and  maintainer  of  all  iniquity."9  Buchanan,  in  his 
De  jure  regni  (1579),  contended  that  the  king  derives  his  power  from 
the  people.  King  James,  in  Basilicon  Doron,  lamented  to  his  son  the 
troubles  the  Reformers  gave  him.  "I  was,"  he  wrote,  "calumniated 
in  their  sermons  not  for  any  vice  in  me  but  because  I  was  king,  which 
they  thought  the  highest  evil.  For  they  told  their  flocks  that  kings 
and  princes  were  naturally  enemies  to  the  church."10 

In  France  political  and  economic  conflicts  were  waged  in  the  name 
of  religion.  The  names  of  Protestant  and  Catholic  were  used  by 
parties  as  their  necessities  required.  The  Protestants,  however,  were 
for  the  most  part  on  the  side  of  local  interests  and  against  royal 
privileges,  and  so  the  antiroyalist  theories  and  Protestantism  were 
often  identified.  On  the  other  hand,  when  it  suited  their  purposes, 
the  Catholic  ultramontanists  also  used  the  theory  of  popular  rights. 
The  most  famous  work,  however,  was  Protestant,  the  anonymous 
Vindiciae  contra  tyrannos,  published  in  1579.  This  work  was  theological 
rather  than  religious  in  purpose,  since  its  main  aim  was  to  prove  the 
right  of  the  people  to  coerce  a  king  whose  principles  were  heretical. 
The  king's  power  is  derived  from  God,  but  if  he  fails  to  uphold  true 
religion  it  is  the  duty  of  the  people  to  resist  him.  In  actual  fact,  then, 
the  king  continues  to  be  king  only  through  the  consent  of  the  people. 
However,  the  Vindiciae  is  rather  an  assertion  of  the  rights  and  privi- 
leges of  towns  and  provinces  than  a  theory  of  popular  rights.11 

None  of  these  Protestant  theorists  of  the  sixteenth  century  really 
formulated  a  theory  sympathetic  to  the  "rights  of  man"  comparable 
to  those  of  a  later  age,  and  yet  they  are  representative  of  the  most 
liberal  political  thought  of  their  time.  Little  real  liberalism  can  be 
found  in  the  literary  critics,  unless  one  may  interpret  as  such  the 
theory  of  tragedy  that  admonished  rulers  to  avoid  tyranny.  Even 
this  is  problematical.  In  the  first  place  the  system  of  patronage  and 
their  own  ideals  of  society  bound  the  literary  men  closely  to  their 
princes,  and  in  the  second  place  the  Protestants  were  not  very  friendly 
to  literature.  Erasmus  complained  of  the  harm  which  Luther  was  in- 
flicting on  letters,  and  in  England  and  France  extreme  Protestantism 
looked  askance  at  literature.  How  literary  production  and  criticism 
rose  and  fell  with  the  monarchy  in  England  is  too  well  known  to  be 

9  Knox,  "Appellation,"  in  his  Works,  IV,  496-497. 

1    Workes  (1616  ed.),  p.  160.      ll  Sabine,  A  History  of  Political  Theory,  p.  383. 
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repeated  here.  Milton  alone  seems  to  have  made  a  new  amalgam  out 
of  a  traditional  literary  criticism  and  Protestant  liberalism. 

In  opposition  to  the  antimonarchical  theories,  in  France,  ruled  by 
a  monarchy  unrestrained  by  a  parliamentary  constitution,  the  theory 
of  the  divine  right  of  kings  attained  a  more  complete  expression  than 
anywhere  else  in  Europe.  It  was  felt  that  it  offered  an  ideal  of  na- 
tional unity  in  opposition  to  the  provincialism  of  the  Huguenots  and 
the  ultramontane  position  of  the  Catholics.  The  king's  power  was 
derived  directly  from  God,  and  rebellion  against  it  could  no  more  be 
justified  than  could  Satan's  defiance  of  God.  Even  if  the  king  were 
a  heretic,  it  was  God's  will,  and  the  subject's  duty  to  be  submissive 
contained  no  loopholes. 

Since  the  theories  based  on  divine  right  were  necessarily  mystical, 
they  were  not  formulated  in  strictly  political  terms.  In  France,  how- 
ever, there  was  an  ever-increasing  number  of  men  who,  caring  little 
for  religious  controversy,  felt  that  the  only  hope  for  peace  and  security 
lay  in  a  strong  centralized  monarchy.  They  were  called  the  Poli- 
tiques,  and  among  their  number  was  Jean  Bodin,  who  wrote  his  Six 
livres  de  la  Republique  (1576)  in  order  to  give  a  philosophical  basis  to 
monarchical  government.  The  family  is,  according  to  Bodin,  the 
smallest  unit  of  the  state,  but  the  state  itself  does  not  exist  until  a 
sovereign  power  is  established.  Citizenship  only  exists  because  of  a 
common  subjection  to  a  sovereign.  He  defines  sovereignty  as  "su- 
preme power  over  citizens  and  subjects,  unrestrained  by  law." 12  No 
authority  exists  except  the  source  of  all  law,  the  sovereign.  Theoreti- 
cally the  sovereignty  may  be  invested  in  any  group,  but  Bodin  himself 
feels  that  only  when  it  is  invested  in  one  person,  the  monarch,  can 
the  state  be  free  from  tendencies  which  lead  to  anarchy  and  ruin. 
Certainly  his  theory  of  sovereignty  is  absolute.  The  monarch  has  ab- 
solute power  over  all  things  except  private  property,  and  Bodin  does 
not  feel  that  even  this  restriction  impairs  the  sovereignty. 

The  French  literary  critics  are  monarchists  for  the  most  part. 
Dealing  with  literature,  they  are  not  under  the  necessity  of  philo- 
sophically formulating  their  political  theories;  but,  as  is  apparent 
from  the  section  of  this  book  that  deals  with  their  opinions,  most  of 
them  are  untouched  by  any  democratic  or  popular  ideals. 

12  Quoted  by  Sabine,  ibid.,  p.  405. 
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The  age  of  Renaissance  literary  criticism  in  England  is  the  age  of 
Elizabeth.  The  monarchy  had  established  itself  as  the  representation 
of  a  national  spirit  so  strong  that  it  completely  dominated  the  thinking 
of  all  classes.  Although  the  Parliament  still  retained  powers,  they  were 
not  carefully  defined,  and  the  Virgin  Queen  wooed  the  hearts  of  the 
members  so  successfully  that  no  serious  conflict  occurred  before  the 
reign  of  her  successor.  Bacon  considered  the  queen's  powers  to  be 
supreme.  He  said,  "For  the  prerogative  of  the  prince,  I  hope  I  shall 
never  hear  it  discussed.  The  Queen  hath  both  enlarging  and  restrain- 
ing power;  she  may  set  at  liberty  things  restrained  by  Statute  and 
may  restrain  things  which  be  at  liberty."13  Little  opposition  was 
voiced  to  this  point  of  view.  Even  Stubbs,  mutilated  as  he  was,  could 
say  that  "he  would  rather  lose  both  hands  than  fall  in  his  prince's 
thought  for  a  subject  suspect  of  doubtful  loyalty."14 

The  political  teaching  of  the  church  was  absolutist.  The  homilies 
taught  that  the  king's  power  was  given  him  by  God,  and  the  Canons 
of  1 61 6  "repeated  the  chief  articles  of  this  creed  with  an  emphasis 
that  caused  them  to  be  regarded  by  later  generations  as  the  fountain- 
head  of  the  doctrine  of  absolutism."  15  Later,  under  Laud,  the  church 
stood  foursquare  for  the  doctrine  of  absolutism.  Even  the  more  liberal 
Fuller  declared  that  lesser  people  should  not  examine  into  the  king's 
actions.  He  ended  his  discussion  of  the  king  by  saying,  "But  I  must 
either  stay  or  fall.  My  sight  fails  me  dazzled  with  the  lustre  of  maj- 
esty."16 Even  the  Erastians  preached  the  divine  right  of  the  godly 
prince,  but  they  limited  his  absolutism,  in  theory,  by  requiring  him 
to  govern  according  to  God's  word. 17 

Elizabeth's  successor,  James,  believed  in  the  divine  right  of  his 
kingly  office.  While  still  but  King  of  Scotland  he  wrote:  "The  state 
of  monarchy  is  the  supremest  thing  upon  earth:  for  kings  are  not 
only  God's  lieutenants  upon  earth,  and  sit  upon  God's  throne,  but 
even  by  God  himself  they  are  called  Gods."18  After  he  had  become 
James  I  of  England  he  held  to  the  opinion  that  no  law  exists  save 
through  the  mouth  of  the  king  and  that  the  power  of  the  king  is  a 

13  Bacon,  The  Letters  and  the  Life,  III,  26-28.      14  Harington,  Nugae  atticae,  I,  153. 
16  Gooch,  English  Democratic  Ideas  in  the  Sixteenth  Century,  p.  54. 

16  Fuller,  Holy  and  Profane  State,  p.  193. 

17  Lyon,  The  Theory  of  Religious  Liberty  in  England,  p.  24;  see  also  Jordan,  Development  of 
Religious  Toleration  in  Er  gland,  1603-1640,  pp.  471  ff. 

18  James  I,  The  Political  Works,  p.  307. 
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supernatural  right  which  lesser  mortals  are  not  privileged  even  to 
discuss.  Thus,  in  1616  he  addressed  his  judges  in  the  Star  Chamber: 
"That  which  concerns  the  mystery  of  the  king's  power  is  not  lawful 
to  be  disputed;  for  that  is  to  wade  into  the  weakness  of  princes,  and 
to  take  away  the  mystical  reverence  that  belongs  unto  them  that  sit 
in  the  throne  of  God."19 

Naturally,  James  was  an  interested  party,  but  the  attitude  taken 
by  most  of  the  literary  critics  was  very  similar.  The  Renaissance  in 
England  was  an  age  in  which  most  thinking  was  dominated  by  aristo- 
cratic conceptions.  Government  by  a  king  and  the  aristocracy  was 
thought  to  be  the  best  kind.  Lord  Brooke's  attitude  toward  democracy 
was  typical  of  the  age.  He  wrote: 

How  can  the  democratical  content 

Where  that  blind  multitude  chief  master  is?20 

The  events  which  led  up  to  and  those  which  followed  the  Puritan 
revolution  gave  rise,  on  the  one  hand,  to  thinkers  who  attacked  the 
divine  right  of  kings  and,  on  the  other  hand,  to  those  who,  in  opposi- 
tion, formulated  the  theory  even  more  strongly.  The  great  bulk  of 
literary  criticism  was  written  in  the  earlier  period,  however,  when 
monarchical,  aristocratic  ideas  held  full  sway.  So  closely  linked  was 
criticism  and  the  court  that  the  downfall  of  the  monarchy  put  an 
almost  complete  stop  to  its  production. 

Of  course,  even  the  republicanism  of  the  seventeenth  century 
should  not  be  considered  analogous  to  our  own  ideas  on  the  subject: 

Republicanism  in  the  seventeenth  century  was  essentially  an  aristocratic 
doctrine  and  not  at  all  a  general  proclamation  of  the  rights  of  man  such  as 
the  political  program  of  the  Levellers  suggested.  For  Milton  and  [Algernon] 
Sidney  "the  people"  was  still  a  community  led  by  a  natural  elite,  not  at  all 
a  mass  of  equal  individuals  endowed  with  innate  rights.21 

Since  the  Levellers  did  not  indulge  in  literary  criticism,  English 
criticism  in  the  Renaissance,  too,  was  nationalistic,  aristocratic,  and, 
save  for  Milton,  monarchical. 

Aristocratic  as  is  most  of  Renaissance  critical  activity,  the  fight  for 

19  Ibid.,  p.  333. 

20  Greville,  Fulke  (Lord  Brooke),   Works  (Grossart  ed.),  I,  "Treatise  of  Monarchy," 
st.  610. 

21  Sabine,  A  History  of  Political  Theory,  p.  515. 
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the  re-establishment  of  the  vernacular  contained  ingredients  which 
were  democratic  in  essence.  Although  such  elements  as  the  desire  for 
a  polished  language  fit  for  the  courtier  did  enter  in,  the  admission 
that  people  who  had  not  undergone  the  long,  humanistic  training 
ought  to  have  the  privilege  of  having  the  knowledge  of  the  past  in  a 
more  available  form  was  certainly  motivated  by  ideals  which  we  may 
call  democratic.  It  is  not  without  significance  that  this  movement 
was  strongest  in  Florence.  As  we  have  seen,  though  democratic  gov- 
ernment as  we  envisage  it  today  did  not  exist  in  this  city,  the  Floren- 
tine tradition  was  the  most  liberal  in  Italy.  One  of  the  earliest  writers 
in  the  defense  of  the  vulgar,  Leon  Battista  Alberti,  though  an  illegiti- 
mate child  of  a  noble  family,  admirably  portrays  the  essentially 
bourgeois  character  of  fifteenth-century  Florentine  life  in  his  Del 
governo  della  jamiglia.  Alberti  felt  that  the  nonlearned  people  of  his 
class  should  have  books  in  their  native  tongue.  Most  important  in 
this  movement  was  Lorenzo,  who,  though  the  enslaver  of  Florence, 
yet  maintained  the  pretense  of  democracy  in  the  state.  His  aid  in  re- 
viving literature  in  the  vulgar  tongue  cannot  be  considered  merely 
another  veil  thrown  over  his  tyranny,  but  was  part  of  the  liberal 
Florentine  tradition  that  even  a  Medici  inherited.  Many  of  the  great 
defenders  of  the  mother  tongue  were  imbued  with  this  Florentine 
spirit.  Varchi,  one  of  the  greatest,  is  best  known  to  us  as  the  historian 
who  wrote  his  history  of  Florence  from  the  republican  viewpoint.  A 
member  of  the  Florentine  Academy  known  as  one  of  the  masters  of 
the  vernacular  was  Gelli,  who  was  the  son  of  a  poor  vintner  or  tailor 
and  a  self-made  scholar  who  had  no  education  before  the  age  of 
twenty-five.  His  career  is  symbolic  of  the  liberal  results  of  the  defense 
of  the  vernacular.  One,  of  course,  would  not  want  to  make  the  untrue 
statement  that  those  of  humble  birth  defended  the  vernacular  and 
those  of  high  birth  did  not.  Castiglione  and  Bembo  were  noblemen, 
and  many  who  abhorred  the  vulgar  were  not.  Yet,  one  feels  that  one 
can  partially  attribute  the  triumph  of  the  vulgar  tongue  to  the  spirit 
of  equality  that  the  citizen  of  Florence  possessed. 

We  can  note  that  in  France  and  England  a  democratic  spirit  ap- 
pears in  the  fight  for  the  vernacular,  though,  it  must  be  admitted, 
it  is  overshadowed  by  the  national  feeling  in  these  countries.  It  is 
obvious  that  the  patriotism  of  the  English  and  the  French  is  far  from 
being  democratic  in  spirit,  and  yet  the  very  concept  of  the  national 
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state  in  which  the  mother  tongue  shall  be  the  unifying  force  gives 
recognition  of  a  sort  to  the  least  of  the  speakers  of  that  tongue.  In 
these  two  countries,  also,  certain  aspects  of  the  Reformation  move- 
ment are  democratic  in  character.  The  translation  of  the  Scriptures 
into  the  vernacular  so  that  the  very  peasant,  if  he  cannot  read  them, 
can  have  them  read  to  him  is  a  step  toward  equality.  Men  who 
thought  it  would  be  ridiculous  and  dangerous  to  give  any  political 
power  to  the  common  people  opened,  by  their  pleas  for  the  mother 
tongue,  the  way  for  the  coming  of  pohtical  democracy. 

The  dominant  note  of  Renaissance  criticism  is  aristocratic,  not  na- 
tional. The  ideal  toward  which  the  critics  strove  was  an  international 
cultural  order  which  would  disregard  national  boundaries.  The  in- 
sistence on  universality  denoted  the  desire  to  build  up  a  cultural 
order  European  in  its  scope,  a  desire  which  in  part  was  realized  in 
the  French  cultural  dominance  of  the  neoclassical  period.  This  is  not 
to  equate  Renaissance  with  neoclassical  thought,  since  the  latter  was 
a  less  inspiring  and  a  more  normative  conception  of  order.  Still,  order 
was  the  desideratum  in  both  sets  of  literary  critics,  and  literature  was 
looked  upon  as  a  means  of  promoting  an  ordered  society  where  every- 
thing and  everybody  would  have  an  assigned  place.  The  ideal  of 
order  in  the  Renaissance  is  almost  Byzantine  in  its  desire  for  hier- 
archical rigidity. 

With  the  ideal  of  a  hierarchical  state  in  mind,  the  critics  looked 
at  the  ages  which  had  immediately  preceded  their  own  and  in  a  lesser 
degree  at  the  period  in  which  they  lived  as  times  of  disorder.  Gazing 
back  into  the  far  past,  they  felt  that  Rome  had  the  type  of  well-ar- 
ranged society  they  wanted.  Rome,  imperial  and  authoritarian, 
rather  than  democratic  Greece,  loomed  large  in  their  minds.  In  Italy, 
of  course,  nationalistic  reasons  strongly  affected  this  attitude.  But  it 
was  little  less  strong  in  France  and  England.  This  was  partly  because, 
through  the  Latin  of  the  Middle  Ages  and  because  of  the  prestige  of 
Rome  at  that  time,  the  tradition  was  more  direct  and  partly  because 
the  critics  felt  that  under  the  early  emperors  Rome  was  faced  with 
the  same  problem  they  were  struggling  with  and  had  solved  it.  Rome 
had  needed  a  new,  imperial,  tradition  that  would  unify  and  bring 
order  to  the  new  scheme  of  things.  Rome  received  this  tradition, 
ready-made,  from  the  hands  of  Virgil.  This  had  been  done  once; 
it  could  be  done  again.  This  partially  explains  the  worship  of  Maro 
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and  the  epic.  Homer  was  a  great  poet,  but  Virgil's  claims  were  politi- 
cal, moral  and  social,  as  well  as  poetical,  and  he,  of  necessity,  far 
outranked  the  Greek.22  Thus,  though  Aristotle  had  placed  tragedy 
above  all  other  forms,  the  Renaissance  critics,  save  for  Castelvetro, 
placed  the  epic  in  the  supreme  position  because  it  taught  what  the 
Renaissance  wanted  taught — the  idea  of  the  monadic  state.  Until 
one  understands  this,  he  cannot  grasp  the  real  meaning  of  what  the 
Renaissance  critics  call  "Imitation."  Imitation  was  the  attempt  to 
create  this  moral-political  ideal  of  ancient  Rome  in  Renaissance  so- 
ciety, as  well  as  to  create  first  a  standard  of  Latin  eloquence  and  then 
one  of  vulgar.  Though  many  of  the  poets  never  advanced  beyond 
the  imitation  of  the  word,  it  was  the  spirit  they  were  seeking.  Better 
than  any  other  poem  this  sonnet  of  Du  Bellay  breathes  the  essence 
of  this  attitude: 

Telle  que  dans  son  char  la  Berecynthienne, 
Couronnee  de  tours,  et  joyeuse  d'avoir 
Enfante  tant  de  Dieux,  telle  se  faisoit  voir 
En  ses  jours  plus  heureux,  ceste  ville  ancienne, 
Ceste  ville,  qui  fut,  plus  que  la  Phrygienne, 
Foisonnante  en  enfans,  et  de  qui  le  pouvoir 
Fut  le  pouvoir  du  monde,  et  ne  se  peult  revoir, 
Pareille  a  sa  grandeur  sinon  la  sienne. 
Rome  seule  pouvoit  a  Rome  ressembler, 
Rome  seule  pouvoit  Rome  faire  trembler: 
Aussi  n'avoit  permis  l'ordonnance  fatale 
Qu'autre  pouvoir  humain,  tant  fust  audacieux, 
Se  vantast  d'egaler  celle  qui  fit  egale 
Sa  puissance  a  la  terre  et  son  courage  aux  cieux.23 

This  spirit  penetrated  to  the  very  core  of  the  Renaissance,  and  the 
young  Spenser,  in  reverently  translating  this  sonnet,  bears  witness  to 
the  international  extent  of  the  aspiration. 

Poetry  and  criticism  were,  then,  a  serious  business.  Since  literature 
was  considered  to  be  both  educative  and  disciplinary,  the  task  of  the 
poet  and  the  critic  was  no  less  than  the  remolding  of  society.  The 
emphasis  of  the  critics  was  on  the  fact  that  poetry  teaches  the  correct 

22  Giraldi  Cinthio,  for  instance,  condemns  Homer  for  his  lack  of  decorum  in  allowing 
Nausicaa  to  wash  clothes  and  explains  it  as  due  to  the  fact  that  he  wrote  before  the  majesty 
and  excellence  of  the  Roman  Empire  came  into  being. 

23  Du  Bellay,  Antiquitez  de  Rome,  in  his  Poesies  Jrancaises  et  latines  ed.  by  E.  Courbet,  II,  268. 
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social  values,  and  it  was  the  rare  theorist  who  attached  much  im- 
portance to  the  pleasure  function  of  the  poetic  art.  It  was,  at  best, 
the  sugar  coating  to  the  pill.  Vauquelin  de  la  Fresnaye,  for  instance, 
declares  the  delight  of  poetry  to  be  the  means  by  which  the  reader 
is  led  to  virtue: 

C'est  pourquoy  des  beaus  vers  la  joyeuse  alegresse 
Nous  conduit  aux  vertus  d'une  plaisante  addresse.24 

The  reformation  of  manners  and  speech  were  in  the  province  of 
the  poet,  and  though  Castiglione  wrote  his  Courtier  in  the  form  of  a 
prose  dialogue,  no  one  would  have  felt  that  poetry  was  unsuitable 
for  the  subject  matter. 

Conscious  of  chaos  and  searching  for  form,  the  Renaissance  critics 
took  an  authoritarian  position.  Laws  were  necessary,  and  in  Horace 
and  Aristotle  they  believed  they  had  found  them.  Hence,'  the  in- 
sistence on  rule.  The  hierarchical  society  they  idealized  was  trans- 
ferred to  literary  criticism  in  the  hierarchy  of  genres,  and  as  the  dis- 
tinction in  life  was  one  of  social  position,  so  the  differences  between 
the  genres  were  determined  by  the  class  of  the  characters  and  subject 
matter  treated.  Since  monarchy  was  considered  the  most  perfect  type 
of  government,  those  genres  in  which  the  affairs  of  kings  are  the 
subject  matter  were  given  precedence  over  all  others. 

Politically,  then,  the  literary  critics  of  the  Renaissance  were  in  the 
vanguard  of  the  movement  which  looked  forward  to  the  establish- 
ment of  order  and  stability  through  the  agency  of  the  absolute  mon- 
archy. That  they  were  in  harmony  with  the  historical  trend  of  the 
age,  in  France  at  least,  is  shown  by  the  establishment  of  the  Grand 
Monarchy.  The  type  of  thinking  embodied  in  the  critical  treatises 
we  study  in  this  paper  helped  provide  part  of  the  ideological  basis 
for  the  absolutism  of  Louis  XIV.  One  cannot  read  these  critics  with- 
out feeling  that  most  of  them,  if  they  could  have  lived  until  this  later 
age,  would  have  felt  that  many  of  their  dearest  dreams  had  been 
realized.  The  neoclassical  critics  who  had  this  "good  fortune"  build 
their  critical  structures  firmly  on  the  foundation  laid  by  their  brothers 
of  the  Renaissance. 

24  La  Fresnaye,  V Art  poetique,  I,  45.  Naturally,  the  genres  go  back  to  the  Greeks,  but 
they  were  adapted  to  the  class  conditions  of  the  Renaissance.  The  principle  of  authority 
was  a  medieval  heritage,  but  our  critics  substitute  new  authorities  for  the  medieval  ones. 
To  some  this  will  seem  the  first  step  toward  the  modern  rejection  of  all  authority. 


Italy 
THE  FIGHT  FOR  THE  VERNACULAR 

JO  discussion  of  literary  problems  in  the  Renaissance  is 
possible  without  giving  considerable  space  to  the  ques- 
tion of  the  language,  which  early  becomes  and  con- 
tinues to  be  the  center  of  critical  activity.  This  is 
especially  true  in  Italy.  Moreover,  in  examining  the 
linguistic  discussion  here,  we  are  forced  to  go  back  of  even  the  vague 
limitation  we  have  set  for  ourselves  by  the  term  "Renaissance."  The 
De  vulgari  eloquentia  of  Dante  plays  such  an  important  role  in  later 
discussions  that  its  omission  would  be  unthinkable.  And,  indeed, 
since  the  purpose  of  this  book  is  to  reveal  the  social  basis  of  literary 
criticism,  it  is  gratifying  that  the  points  of  view  of  Dante  come  under 
discussion;  thus  we  are  thereby  enabled  to  show  how  changes  in  the 
social  basis  of  society  changed  the  whole  basis  of  the  arguments 
employed. 

At  the  time  when  Dante  lived  Italy  was  torn  between  the  desire 
for  unity,  on  the  one  hand,  and  the  separatist  tendencies  of  the  com- 
munes and  petty  states,  on  the  other.  Superficially,  the  condition  of 
the  peninsula  remained  the  same  throughout  the  Renaissance.  But 
by  the  time  of  Machiavelli,  though  a  patriot  might  hope  for  the  unity 
of  Italy,  he  knew  in  his  heart  that  he  was  hoping  in  vain.  The  essen- 
tial difference  in  the  situation  in  Dante's  time  was  that  thinking  men, 
such  as  the  poet  himself,  believed  that  the  unity  of  Italy  under  a  re- 
established Roman  empire  was  a  possibility  immediately  realizable. 
Dante,  as  we  know,  when  he  wrote  his  De  vulgari  eloquentia,  was  in 
exile  from  Florence  because  of  his  pro-empire  politics,  and  we  find 
that  his  ideas  on  language  were  influenced  by  the  political  situation 
of  the  era  and  his  own  beliefs.  Ren  wick,  in  his  Edmund  Spenser,  goes 
so  far  as  to  state  that  Dante's  treatise  was  a  conscious  contribution 
to  the  pro-empire  propaganda  of  the  time. l 

Dante  begins  his  discussion  by  saying  that  his  purpose  in  seeking 
to  discuss  an  "illustrious  vernacular"  is  to  serve  the  whole  people. 
The  De  vulgari  eloquentia  opens  with: 

Since  we  do  not  find  that  anyone  before  us  has  treated  of  the  science  of  the 
Vulgar  Tongue,  while,  in  fact,  we  see  that  this  tongue  is  highly  necessary  for 
1  Renwick,  Edmund  Spenser,  p.  12. 
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all,  inasmuch  as  not  only  men,  but  even  women  and  children  strive,  in  so  far 
as  Nature  allows  them,  to  acquire  it  ...  we  will  endeavour  by  the  aid  of  the 
Wisdom  which  breathes  from  Heaven  to  be  of  service  to  the  speech  of  the 
common  people. 

In  speaking  about  the  origin  of  speech  and  the  languages  of  the 
world,  Dante  disclaims  all  local  prejudice.  He  says  he  is  not  one  of 
those  vain  persons  who  believes  that  his  own  speech  is  that  of  Adam. 
He  writes: 

But  we,  to  whom  the  world  is  our  native  country,  just  as  the  sea  is  to  the 
fish,  though  we  drank  of  Arno  before  our  teeth  appeared,  and  though  we 
love  Florence  so  dearly  that  for  the  love  we  bore  her  we  are  wrongfully  suffer- 
ing exile — we  rest  the  shoulders  of  our  judgment  on  reason  rather  than  on 
feeling.2 

After  making  this  disclaimer,  Dante  accepts  the  Bible  story  of  the 
tower  of  Babel,  and  we  are  reminded  that  his  firm  Catholicism  gives 
an  international  coloring  to  his  thinking,  which  prevents  him  from 
falling  into  the  nationalistic  excesses  of  a  Du  Bellay.  For  instance, 
Dante  accepts  Hebrew  as  the  language  of  Adam,  a  fact  that  auto- 
matically places  that  language  far  above  his  own  vernacular.  Dante 
then  views  the  various  language  groups  of  Europe  and  says  he  will 
consider  the  three  forms  of  what  we  would  today  call  the  Romance 
group.  He  distinguishes  the  speakers  of  this  tongue  into  those  who 
say  in  affirmation  oc,  those  who  say  oil,  and  those  who  say  si;  namely, 
the  speakers  of  Provengal  (Dante  for  some  reason  calls  them  Span- 
iards), Frenchmen,  and  Italians.  Dante,  exclaiming  that  he  dare  not 
give  the  preference  to  any  of  them,  nevertheless  confers  the  precedence 
on  Italian,  since  its  si  is  nearest  to  the  Latin  adverb  of  affirmation  sic 
and,  also,  the  most  refined  poets  now  writing  (here  Dante  mentions 
himself  as  one  of  the  two  poets  he  instances)  write  in  this  vulgar 
tongue.  Dante  next  examines  the  various  Italian  dialects  in  an  at- 
tempt to  discover  if  any  one  of  them  is  fit  to  be  the  illustrious  Italian 
language  he  is  now  seeking.  He  takes  the  local  dialects  one  by  one, 
finds  one  too  rough,  another  too  smooth,  another  too  barbarous,  and 
decides  that  not  one  of  them,  including  his  beloved  Florentine,  is 
worthy  of  being  the  national  language.  Rising  above  mere  localism, 

2  Dante,  De  vulgari  eloquentia,  tr.  by  Howell,  pp.  1 1-12.  Throughout  this  book  I  usually 
give  the  quotations  in  the  original,  but  the  passages  from  Dante  are  so  extensive  that  I 
felt  it  desirable  to  use  Howell's  English  version. 
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he  declares  that  the  vulgar  tongue  he  is  pursuing  is  perceptible  in 
every  town,  but  abiding  in  none.  He  writes: 

Having,  then,  found  what  we  were  looking  for,  we  declare  that  the  Illus- 
trious, Cardinal,  Courtly,  and  Curial  Vulgar  Tongue  in  Italy  is  that  which 
belongs  to  all  the  towns  in  Italy,  but  does  not  appear  to  belong  to  any  one  of 
them;  and  is  that  by  which  all  the  local  dialects  of  the  Italians  are  measured, 
weighed,  and  compared.3 

Although  Dante  declares  that  the  "illustrious  vulgar  tongue"  be- 
longs to  all  the  towns  of  Italy,  he  by  no  means  intends  to  imply  that 
the  speech  of  the  common  people  is  worthy  of  this  appellation.  He 
mocks  Guittone  d'Arezzo  and  his  followers  for  being  too  plebeian 
both  in  words  and  in  construction.  On  the  other  hand,  the  illustrious 
vernacular  is  very  close  to  the  speech  of  the  ruling  classes.  For  in- 
stance, in  examining  the  Sicilian  he  declares: 

...  if  we  accept  the  Sicilian  dialect,  that,  namely,  spoken  by  the  common 
people,  from  whose  speech  it  appears  our  judgment  should  be  drawn,  we 
shall  find  that  it  is  in  nowise  worthy  of  preference.  ...  If,  however,  we  decline 
to  accept  this  dialect  but  choose  in  preference  that  spoken  by  the  highest 
Sicilians,  as  it  may  be  examined  in  the  canzoni  quoted  before  (we  shall  find) 
that  it  differs  in  nothing  from  that  language  which  is  the  most  worthy  of 
praise,  as  we  shall  show  further  on.4 

Dante  claims  that  the  illustriousness  of  the  Sicilian  upper-class 
dialect  is  due  in  no  small  measure  to  the  greatness  of  Frederick  and 
Manfred.  He  calls  the  popular  language  turpissimum.  It  is  plain  that 
Dante's  conception  of  the  national  language  is  aristocratic  in  essence. 
This  becomes  even  clearer  when  the  poet  tells  the  reader  why  he 
demands  that  the  language  be  "courtly."  He  writes: 

Now  the  reason  we  call  it  Courtly  is  as  follows:  if  we  Italians  had  a  Court,  it 
would  be  an  Imperial  one;  and  if  a  Court  is  a  common  home  of  all  the  realm, 
it  would  be  fitting  that  whatever  is  of  such  a  character  as  to  be  common  to 
all  (parts)  without  being  peculiar  to  any  should  frequent  this  Court  and 
dwell  there:  nor  is  there  any  other  abode  worthy  of  so  great  an  inmate.  Such 
in  fact  seems  to  be  that  Vulgar  Tongue  of  which  we  are  speaking;  and  hence 
it  is  that  those  who  frequent  all  the  royal  palaces  always  speak  the  Illustrious 
Vulgar  Tongue.  Hence,  also,  it  happens  that  our  Illustrious  Language 
wanders  about  like  a  Wayfarer,  and  is  welcomed  in  humble  shelters,  seeing 
we  have  no  Court.5 

3  Ibid.,  p.  38.      *  Ibid.,  pp.  28-29.     6  Ibid.,  p.  41. 
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The  rest  of  Dante's  treatise,  wherein  he  deals  with  the  literary  use 
of  the  illustrious  vulgar  tongue,  if  it  did  not  so  far  antedate  the  Renais- 
sance could  be  more  properly  treated  in  the  section  of  this  book  which 
deals  with  literary  forms.  In  recapitulating,  for  the  purpose  of  com- 
paring Dante  with  the  Renaissance  critics  we  shall  next  deal  with, 
we  can  say  that  Dante  advocates  the  recognition  of  an  Italian  lan- 
guage which  would  be  more  inclusive  than  any  single  dialect  and 
that  the  social  basis  for  this  advocacy  was  the  possibility  of  Italian 
unity  under  the  Holy  Roman  Empire.  This  is  a  form  of  nationalism 
on  Dante's  part,  but  the  international  character  of  the  empire,  the 
Catholic  faith,  and  what  yet  existed  of  the  feudal  system  tempered 
this  nationalism.  Lastly,  we  have  seen  that  to  Dante  the  illustrious 
vulgar  tongue  is  national  only  within  the  limits  of  the  courtly  aris- 
tocracy and  is  by  no  means  the  speech  of  the  common  people. 

Before  we  can  compare  the  ideas  of  Renaissance  writers  on  the 
language  we  must  notice  briefly  the  social  changes  which  had  taken 
place  in  Italy.  For  many  of  the  city  states  of  Italy  the  development 
was  roughly  this.  With  the  rise  of  commerce  and  the  accumulation 
of  surplus  capital  a  new  merchant  aristocracy  sprang  up  within  the 
city  and,  after  a  period  of  struggle,  wrested  the  power  from  the  old 
guilds.  Then  a  "princely"  usurper  took  control  and  formed  a  new 
aristocracy  on  the  basis  of  personal  service  to  the  prince.  The  Renais- 
sance in  Italy  is,  thus,  called  the  Age  of  Despots.  This  traditional 
view,  while  true  of  many  city  states,  gives  a  somewhat  false  picture, 
since  both  Venice  and  Florence  remained  free  throughout  most  of 
this  period.  And  what  would  the  Renaissance  have  been  without 
Florence?  It  is  significant  that  the  great  seed  ground  of  the  intellectual 
awakening  was  a  democracy  at  least  in  theory  and  that,  though  the 
Despots  occasionally  employed  her  artists  and  writers,  their  states 
were  almost  barren  of  native  genius. 

As  in  the  time  of  Dante,  there  were  various  proposals  to  unify 
Italy.  The  Visconti  of  Milan  carried  on  extensive  propaganda  for  a 
national  Italian  monarchy,  but  they  were  blocked  by  a  united  front 
of  the  republics,  Venice  and  Florence.  Some  still  looked  to  the  empire 
to  bring  about  a  national  state  and  some  to  France,  while  Machi- 
avelli,  for  awhile,  thought  that  the  ruthless  Cesare  Borgia  might  be 
able  to  accomplish  the  unification.  In  spite  of  these  various  plans, 
Italy  remained  disunited  and  separatist,  and  the  prospects  for  unity 
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were,  even  at  the  best,  far  more  hazy  than  in  Dante's  time.  The  re- 
sult was  that  men  thought  for  the  most  part  in  local  rather  than  in 
national  terms.  Still,  although  other  motivations  existed,  by  some 
writers  at  least  the  defense  of  Italian  against  Latin  as  a  literary  lan- 
guage was  conceived  of  as  a  patriotic  duty.  On  the  other  hand,  this 
feeling  of  fighting  against  an  alien  tongue  could  never  have  been  as 
strong  in  Italy  as  in  France  or  England  because  Latin  was  regarded 
by  many  as  a  national  idiom.  Italians  considered  themselves  the  heirs 
of  Rome  and  attempted  to  bring  to  life  again  the  culture  that  had 
been  stifled  by  ten  centuries  of  barbarism.6  Roman  life  and  Roman 
history  were  living  things.  The  propagandists  of  the  Visconti  appealed 
to  the  memory  of  the  empire  of  the  Caesars.  In  reply  to  this  propa- 
ganda the  Florentine  writers  discovered  that  the  vital  life  of  ancient 
Rome  was  in  her  cities.  In  his  History  of  Florence  Bruni  declared  that 
civic  freedom  meant  superior  civilization  and  that  the  admirable  cul- 
ture of  Rome  decayed  when  the  empire  destroyed  this  freedom. 
Cardinals  called  themselves  senators;  nuns,  vestal  virgins;  and  the 
pope  took  the  title  Pontifex  Maximus.  Families  abandoned  the  saints 
of  the  calendar  when  naming  their  children;  and  names  such  as 
Ettore,  Achille,  Lucrezia,  Porzia,  Alessandro,  and  Annibale  were 
substituted.7  In  advocating  Latin  as  a  literary  language  the  humanists 
not  only  appealed  to  the  glorious  traditions  of  the  past  but  also  pointed 
out  that  since  each  section  of  Italy  had  its  own  peculiar  dialect,  Latin 
could  be  properly  considered  as  the  one  Italian  language. 

The  result  of  the  domination  of  Latin  during  the  quattrocento  was 
that  the  question  of  the  language  as  Dante  saw  it  practically  ceased 
to  exist. s  Typical  of  the  attitude  of  the  Cicero-worshipers  is  that  of 
Niccoli,  one  of  the  characters  in  Leonardo  Bruni' s  Dialogi  ad  Petrum 
Histrum  (1401)  who  looked  upon  Dante,  Petrarch,  and  Boccaccio  as 
little  better  than  barbarians.  Bruni  later  upheld  the  contrary  by  argu- 
ing that  modern  Italian  sprang  from  the  plebeian  speech  of  ancient 
Rome  where  the  ancient  writers  and  orators  used  classical  Latin. 
Thus,  he  felt  that  for  a  modern  to  use  Italian  in  high  matters  would 

6  Symonds,  Renaissance  in  Italy,  I,  534.     7  Ibid.,  I,  51 1. 

8  "The  De  vulgari  eloquentia  is  an  isolated  monument  in  the  questione  delta  lingua,  which 
is  thereafter  quiescent  to  all  intents  and  purposes,  for  approximately  two  centuries.  .  .  . 
We  know  of  no  contemporary  discussion  of  Dante's  theories.  This  situation  continued 
through  the  fifteenth  century  under  the  dominance  of  Latin  humanism."  (Robert  A.  Hall, 
Jr.,   The  Italian  questione  della  lingua,  pp.  12—13.) 
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be  as  ridiculous  as  if  the  ancients  had  composed  in  the  speech  of  their 
lower  classes.  Bruni  was  opposed  by  Biondo,  who  contended  that  the 
Roman  multitude  spoke  the  same  language  that  the  writers  used  and 
that  modern  Italian  was  merely  Latin  transformed  by  the  passage  of 
time.  Neither  humanist  had  the  philological  knowledge  to  prove  his 
contention,  but  Bruni's  position  was  more  acceptable  to  the  Latin- 
dominated  quattrocento. 9 

Evidence  for  the  fact  that  the  question  of  the  language  in  the  quattro- 
cento had  little  to  do  with  the  mother  tongue  is  the  controversy  over 
Cicero  that  was  long  to  continue  to  be  a  burning  issue  and  with 
whose  name  that  of  Erasmus  was  later  to  be  closely  associated.  Such 
Latinists  as  Paolo  Cortese  took  the  position  that  the  well  of  Latin 
undefiled  from  which  the  humanists  ought  to  draw  all  their  sustenance 
was  Cicero.  The  more  liberal  position  was  represented  by  Poliziano, 
whose  Praelectio  in  statium  defends  the  right  of  a  writer  to  draw  on 
other  sources  for  his  words  and  turns  of  expression. 10  This  type  of  dis- 
agreement was  far  removed  from  the  main  problem  which  was  to 
agitate  the  linguists  in  the  cinquecento. 

The  partisans  of  Latin  were  still  numerous  and  influential.  At 
Bologna,  in  1529,  where  Charles  V  and  Clement  VII  had  come  to- 
gether for  a  meeting,  Romolo  Amaseo  talked  for  two  days  against 
the  use  of  the  vulgar  tongue.  According  to  him,  it  should  not  even  be 
employed  in  conversation  (except  by  the  masses),  and  in  literature  it 
should  be  restricted  to  the  humblest  subjects. l '  In  Bembo's  Prose,  a 
most  important  contribution  to  the  question,  the  defender  of  Latin 
is  Ercole  Strozzi,  who  reveals  the  underlying  snobbishness  of  the 
Latin  clique  when  he  says  that  since  the  vulgar  tongue  is  merely  the 
language  which  served  the  Romans  in  speaking  among  themselves, 
it  would  be  a  great  presumption  on  the  part  of  the  Italians  to  employ 
in  literature  a  language  that  the  Romans  disdained.12  Francesco 
Florido  Sabino,  in  his  work  entitled  Francisci  Floridi  Sabini  in  L.  Accii 
Plauii  aliorumque  latinae  linguae  scriptorum  calumniator es  apologia,  is  scorn- 

9  Voigt,  Die  Wiederbelebung,  I,  382  ff.;  II,  447-448;  and  Rossi,  II  quattrocento,  pp.  70- 
71.  Emilio  Santini  argues  convincingly  in  "La  produzione  volgare  di  L.  Bruni,"  Giornale 
storico,  LX(igi2),  289—332,  that  Bruni's  opposition  to  the  vulgar  was  solely  in  regard  to 
its  use  in  exalted  composition  and  that  he  favored  its  use  elsewhere. 

10  For  the  history  of  the  controversy  see  Sabbadini,  Storia  del  Ciceronianismus . 

11  Varchi,  U  Ercolano  e  lezioni  quattro  sopra  alcune  questioni  d 'amore,  pp.  249—250. 

12  B^mbo,  Prose  scelte,  p.  145. 
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ful  toward  all  of  the  authors  of  books  in  Italian  except  Petrarch 
whom  he  excuses  because  he  wrote  only  his  light  work  in  Italian  and 
left  his  serious  work  in  Latin.  For  Bartolomeo  Riccio  the  translation 
of  Cicero  into  the  vulgar  tongue  is  a  crime  of  the  worst  sort.13  Celio 
Calcagnini  becomes  angry  with  those  who  try  to  raise  the  level  of  the 
vulgar  tongue  by  giving  it  rules  and  calls  its  partisans  fools  who  con- 
tinue to  nourish  themselves  on  acorns  and  reject  the  good  harvest  of 
grain  already  gathered. 

A  very  long  list  of  enemies  of  the  vulgar  tongue  could  be  given,  but 
their  arguments  are  the  same.  On  the  whole,  these  pedants  are  moti- 
vated by  a  desire  to  keep  the  learning  they  had  acquired  with  such 
labor  for  themselves.  They  were  not  only  jealous  of  their  privileges 
but  also  vain.  Varchi  ascribed  their  opposition  to  the  vulgar  to  their 
repugnance  for  a  tongue  in  which  they  had  to  use  the  same  words  as 
fruit  sellers  and  butchers.14  On  the  other  hand,  adherents  of  Latin 
such  as  Erasmus  were  furious  with  the  snobbery  of  the  school  of 
Calcagnini  and  with  the  bigoted  Ciceronians. 

Great  as  was  the  influence  of  the  Latinists  in  Italy,  it  was  more 
than  counterbalanced  by  the  work  of  Dante,  Petrarch,  and  Boccaccio 
in  the  vulgar  tongue.  With  the  work  of  these  great  masters  in  the 
Italian  language,  the  assertion  that  Latin  alone  was  fit  for  a  creative 
work  could  be  held  up  to  ridicule.  Whereas  in  France  and  England 
the  great  problem  was  to  create  a  literary  tongue  out  of  the  speech  of 
the  people,  Italy  was  presented  with  this  desideratum  by  the  three 
masters  and  so  preceded  France  and  England  in  the  cultivation  of 
and  interest  in  a  national  language.  When  we  remember  that  Dante 
started  his  Comedy  in  Latin  and  that  Petrarch  destroyed  much  of  his 
own  Italian  work  and  was  known  to  believe  that  Boccaccio's  novel 
Griselda  had  found  a  literary  life  only  after  its  translation  into  Latin, 
we  might  think  that  the  creation  of  this  literary  language  was  purely 
fortuitous.  But  another  remark  of  Petrarch  shows  that  this  was  not 
the  case.  He  confessed  to  Boccaccio  that  he  had  wished  once  to  dedi- 
cate himself  exclusively  to  writing  in  Latin  and  that  only  the  poor 
judgment  of  the  public  h,ad  kept  him  from  so  doing.  Certainly,  the 
Humanistic  movement  was  still  too  young  in  the  trecento  to  furnish 
any  kind  of  an  audience  for  the  poet  who  composed  in  Latin.  And 
medieval  Latin  literature  was  of  necessity  limited  in  its  appeal.  The 

13  Riccio,  De  imitatione,  f-32v.      I4  Varchi,  L'Ercotano,  p.  251. 
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idiom  of  the  people  alone  could  provide  readers  enough.  The  real 
threat  of  Latin  domination  was  in  the  fifteenth  and  early  sixteenth 
centuries,  when  the  classical  movement  was  stronger. 

One  of  the  most  vigorous  quattrocento  voices  raised  in  defense  of  the 
vulgar  tongue  was  that  of  Leon  Battista  Alberti.  Although  he  was 
himself  a  humanist  and  the  author  of  several  works  in  Latin,  he  was 
a  citizen  of  Florence,  where  the  popular  spirit  was  strong.  Believing 
in  the  right  of  the  people  to  have  access  to  learning,  he  wrote  between 
1440  and  1450  his  Teogenio,  his  treatise  Delia  tranquillita  delPanimo, 
and,  most  important,  his  four  books  Delia  Jamiglia.  His  prefaces  are 
defenses  of  the  vulgar  tongue,  and  he  was  conscious  of  his  linguistic 
radicalism  when  he  wrote: 

Et  chi  sara.  quello  temerario  che  pure  mi  perseguiti,  biasimando  che  io 
scriva  in  modo  che  Puomo  m'intenda?  Piuttosto  forse  i  prudenti  mi  loder- 
anno,  se  io  scrivendo  in  modo  che  lui  non  m'intenda,  prima  cerco  giovare 
a  molti,  che  piacere  a  pochi;  che  sai  quanti  siano  pochissimi  a  questi  di  i 
letterati.  E  molto  qui  a  me  piacerebbe,  se  chi  mi  sa  biasimare,  ancora  altret- 
tanto  sapesse,  dicendo,  farsi  lodare.  Ben  confesso  quell' antica  latina  lingua 
essere  copiosa  molto,  e  ornatissima;  ma  non  pero  veggo  in  che  sia  la  nostra 
oggi  toscana  tanto  da  averla  in  odio,  che  in  essa  qualunque  benche  ottima 
cosa  scritta  ci  dispiaccia.  .  .  .  E  sento  io  questo,  chi  fosse  piu  di  me  dotto,  o 
tale,  quale  molti  vogliono  essere  reputati,  costui  in  questa  oggi  commune 
troverebbe  non  meno  ornamenti  che  in  quella,  quale  essi  tanto  prepongono, 
e  tanto  in  altri  desiderano.  Ne  posso  io  patire  che  a  molti  dispiaccia  quello 
che  pure  usano,  e  pur  lodino  quello  che  non  intendono,  ne  in  se  curano  d'in- 
tendere.  E'  sia  quanto  dicono,  quella  antica  appresso  di  tutte  le  genti  piena 
di  autorita,  solo  perche  in  essa  molti  dotti  scrissero,  simile  certo  sara  la  nostra, 
s'e  dotti  la  vorranno  molto  con  suo  studio  e  vigilie  essere  elimata  e  pulita.  .  .  . 
Io  non  aspetto  d'essere  commendato  se  non  della  volonta,  qual  me  muove,  a 
quanto  a  me  sia  ingegno,  opera,  et  industria,  porgermi  utile  a'  nostri. 15 

In  this  passage  from  Alberti  are  phrases  which  will  be  repeated 
again  by  other  defenders  of  the  vernacular.  He  argues  that  it  is  sensible 
to  write  in  a  language  that  all  can  understand  and  points  out  that, 
if  patriotic  scholars  would  write  in  Italian,  it  could  become  equally 
as  polished  as  Latin.  The  motivation  for  his  defense  is  his  desire  to 
put  all  his  talents  at  the  service  of  his  people. 

Alberti's  position  was  made  possible  by  the  more  favorable  social 

16  Alberti,  Opere  volgari,  II,  221. 
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conditions  which  existed  in  Italy,  which  explain  the  rapid  victory  of 
the  vernacular.  The  Renaissance  came  first  to  this  country,  and  it 
awakened  and  released  the  energy  of  whole  masses  of  people.  Al- 
though, as  we  have  seen,  this  did  not  produce  a  democratic  political 
theory,  the  awakened  populace  demanded  the  privilege  of  partaking 
of  the  learning  of  the  humanists  and  of  transferring  it  into  their  arts 
and  sciences.16 

Then,  too,  in  Italy  first  grew  up  the  conditions  for  a  polite  society 
that  would  have  been  impossible  in  the  northern  countries,  where  the 
nobles  passed  their  time  in  hunting,  fighting,  drinking,  and  similar 
amusements  of  a  half-civilized  society.  In  Italy  the  meetings  of  gentle- 
men and  ladies  at  gatherings  where  often  formal  questions  were  posed 
and  discussed  helped  immeasurably  in  refining  and  polishing  the 
language.  The  Italian  gentleman  was  a  conscious  work  of  art  who 
formed  himself  by  the  courtesy  books  and  the  rules  of  decorum.  The 
necessity  to  speak  well  and  gracefully  was,  as  Burckhardt  remarks, 
"the  crown  of  a  noble  and  dignified  behaviour  and  compelled  the 
gentleman,  both  in  his  ordinary  bearing  and  in  exceptional  mo- 
ments, to  observe  external  propriety."17 

The  influence  of  the  princes  in  popularizing  the  use  of  the  vernacu- 
lar is  a  social  factor  not  to  be  overlooked.  Although  many  a  prince 
could  parade  his  Greek  and  Latin,  many  another  could  not,  and  the 
latter  demanded  the  political  and  military  science  of  the  ancients  in 
translation.  The  ladies  of  the  prince's  court,  often  uneducated,  added 
their  voices  to  the  growing  clamor  for  productions  in  Italian.  Around 
Lorenzo  de'  Medici  and  his  courtiers  a  school  of  writers  in  the  vernac- 
ular developed,  and  not  least  of  the  poets  was  the  Magnificent  him- 
self. At  his  table  were  read  the  Morgante  of  Luigi  Pulci  and  other  fa- 
mous productions  in  the  vulgar.  By  the  end  of  the  sixteenth  century 
one  can  say  with  confidence  that  in  poetry,  in  history,  in  morality, 
and  in  politics  the  most  original  works  were  written  in  Italian.18 

16  Villey,  Les  Sources  italiennes  de  la  defense.  .  .  .de  Joachim  du  Bellay,  p.  xii. 

17  Burckhardt,  The  Civilization  of  the  Renaissance  in  Italy,  p.  372. 

18  Literature  in  the  vernacular,  encouraged  by  the  growing  prestige  of  the  language, 
blossomed  forth  with  a  vigor  which  made  the  sixteenth  century  one  of  the  great  ages  of 
Italian  poetry  and  prose.  In  Pastoral,  Jacopo  Sannazzaro  in  Arcadia  (1504),  and  Tasso, 
later  in  the  century  in  his  Aminta  (1573),  pleased  an  urban  age  that  looked  for  escape  in 
the  stories  of  shepherds  and  nymphs.  A  new  science  of  history  came  into  being  in  Machi- 
avelli's  Istorie  fiorentine,  the  Principe,  and  others,  paralleled  by  Guicciardini's  penetrating 
Storia  dTtalia.  The  heroic  poems  used  the  vernacular  with  greatest  success.  Ariosto,  with 
his  Orlando  jurioso,  and  Tasso,  with  his  Gerusalemme  liberata,  gave  to  the  world  two  of  its 
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The  victory  was  not,  however,  won  in  a  day,  and  it  was  to  a  great 
extent  due  to  the  fight  of  men  who  believed  in  the  future  of  the  ver- 
nacular. Of  all  these  men,  and  there  were  many,  no  one  was  more 
influential  than  Pietro  Bembo.  Bembo  was  the  author  of  many  Latin 
works  and  was  deemed  one  of  the  Latinists.  As  a  result,  his  conversion 
to  the  vulgar  caused  a  sensation.19  He  wrote  his  Rime,  Stanze,  and 
Asolani,  a  work  on  the  moral  philosophy  of  love,  in  Tuscan.  Then  he 
came  out  openly  in  defense  of  the  vulgar  in  his  Prose  delta  lingua  vol- 
gare.  Although  his  book  was  not  published  until  1525,  it  was  started 
in  1502  and  circulated  in  manuscript.  Since  this  is  before  the  writings 
of  Sannazzaro,  Machiavelli,  and  Ariosto,  it  may  well  have  influenced 
them.  Alberti  was  content  to  have  scholars  merely  allow  Italian  to 
exist.  Bembo  went  farther  and  even  demanded  the  use  of  the  vulgar 
for  modern  subjects,  for  which  he  declared  the  ancient  languages 
did  not  suffice.  The  Prose  contains  an  excellent  summary  of  the  then- 
prevailing  opinion  on  the  vulgar.  To  even  give  an  outline  of  its  con- 
tents would  encroach  upon  ideas  which  we  will  later  discuss  under 
different  headings,  but  suffice  it  to  say  that  in  an  imaginary  conversa- 
tion on  the  subject  of  the  vulgar  tongue  between  Carlo  Bembo 
(Pietro's  brother),  Giuliano  de'  Medici,  Federico  Fregoso,  and  Ercole 
Strozzi,  no  one  except  Strozzi  is  in  opposition  to  the  vulgar.  To  his 
objections  the  defenders  of  the  vernacular  argue  that  to  write  in 
Tuscan  is  to  really  follow  the  example  of  the  Romans,  who  wrote  in 
their  native  dialect.  They  point  out  that  the  people  have  a  right  to 
books  in  their  own  languages.  Strozzi  claims  that  modern  Tuscan  is 
simply  popular  Latin  which  the  aristocratic  Romans  scorned  to  use. 
Fregoso  refutes  this  error  easily  by  pointing  out  that  the  two  languages 
were  not  Latin  and  Italian,  but  Greek  and  Latin.  The  Greek  was  the 
learned,  the  Latin  the  vulgar  speech.  The  great  Latins  rejected  the 


great  poems.  Lack  of  freshness  and  originality  prevented  the  lyric  from  reaching  the  top- 
most heights,  but  the  poems  of  Delia  Casa,  Bembo,  and  Michelangelo  strike  notes  that 
the  world  still  listens  to.  Tragedy  was  Italian  only  in  language,  since  its  leading  exponents, 
Trissino,  Speroni,  Rucellai  Alamanni,  and  Giraldi  Cinthio  were  better  servants  to  the 
"rules"  than  they  were  dramatists.  For  comedy,  with  the  exception  of  the  Mandragola 
of  Machiavelli,  the  story  is  the  same.  Didactic  literature  is  well  represented  by  Rucellai's 
Apt  and  Castiglione's  Cortegiano.  In  burlesque  poetry  Berni  and  II  Lasca  and  in  satire 
Vinciguerra  and  Alamanni  deserve  mention,  while  the  novels  of  Grazzini  and  Bandello 
exploited  the  form  Boccaccio  had  made  popular.  Last,  but  very  important  for  the  lan- 
guage, are  the  translations  into  Italian  of  Plutarch  by  Adriani,  Ovid  by  Anguillaro, 
Apuleius  by  Firenzuola,  and  Virgil  by  Annibale  Caro. 
19  Villey,  Les  Sources  italiennes,  p.  xxi. 
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foreign  language  and  wrote  in  their  maternal  tongue.  The  Italians 
should  be  equally  patriotic. 

The  influence  of  such  a  ruler  as  Lorenzo  de'  Medici  has  already 
been  shown.  In  the  Commento  di  Lorenzo  de'  Medici  sopra  alcuni  de  suoi 
sonetti  we  have  not  only  a  defense  of  the  language  on  patriotic  grounds 
but  we  have  also  the  vulgar  defended  because  it  is  common.  It  must 
be  admitted  his  argument  is  rather  sophistical.  He  writes: 

Resta  adunque  solamente  respondere  alia  obiettione,  che  potessi  essere  fatta, 
havendo  scritto  in  lingua  volgare,  secondo  il  giudicio  di  qualcuno  non  capace 
o  degna  di  alcuna  eccellente  materia  o  subietto,  et  a  questa  parte  si  responde: 
alcuna  cosa  non  essere  manco  degna,  per  essere  phi  commune:  anzi  si  prova, 
ogni  bene  esser  tanto  migliore,  quanto  e  piu  communicabile  et  universale, 
come  e  di  natura  sua  quello  che  si  chiama  sommo  bene?  perche  non  sarebbe 
sommo,  se  non  fusse  infinito;  ne  alcuna  cosa  si  pub  chiamare  infinita,  se  non 
quella,  che  e  commune  a  tutte  le  cose.  Et  perb  non  pare  che  lo  essere  com- 
mune a  tutta  Italia  la  nostra  lingua,  le  tolga  dignita.20 

These  are  democratic  sentiments  for  a  Medici !  Perhaps  it  is  merely 
Pallas  gently  subduing  the  centaur  again,  but  more  likely  it  is  the 
way  even  a  Medici  felt  in  the  liberal  atmosphere  of  Florence. 

As  we  have  pointed  out,  the  general  defense  of  the  vulgar  is  a 
patriotic  one.  A  strong  pragmatic  element  undoubtedly  enters,  too. 
Latin,  also,  could  be  defended  on  patriotic  grounds,  but  the  strength 
of  common  sense  and  clear-eyed  realism  was  on  the  side  of  the  vulgar. 
This  front  against  Latin  is,  however,  quickly  broken  into  pieces  by 
the  very  forces  which  had  decimated  Italy,  when  the  question  of 
what  specific  form  the  vulgar  should  take  is  raised.  At  this  point  na- 
tionalism steps  aside,  and  the  old  sectionalism  once  more  reigns. 

Putting  aside  as  belonging  to  an  earlier  period  the  contributions 
of  the  dialects  of  Sicily  and  Bologna  to  the  early  language  of  Italian 
poetry,  one  must  obviously  consider  Tuscan  the  most  outstanding 
literary  dialect  of  the  age  we  are  considering.  Since  the  great  prede- 
cessors of  the  Renaissance  were  men  of  Florence  and  wrote  in  their 
maternal  dialect,  Florentine  was  early  a  polished  literary  tongue. 
Because  Florentine  had  acquired  such  prestige  and  strength,  the 
writers  in  other  parts  of  Italy  used  Tuscan,  more  or  less  modified.21 

20  Venice,  1554,  f.  117.  This  passage  from  Lorenzo  is  influenced  by  the  metaphysics 
of  the  Neoplatonists.  It  is  also  quoted  by  Villey,  Les  Sources  italiennes,  p.  xviii. 

21  Labande-Jeanroy,  La  Question  de  la  langue  en  Italie.  Her  entire  book  is  a  convincing 
exposition  of  this  thesis;  see  especially  pp.  222  ff. 
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However,  sectional  feeling  was  strong  enough  to  overlook  the  ob- 
jective facts  of  the  case,  and  the  writers  in  other  parts  of  the  peninsula 
hotly  denied  that  they  were  writing  Tuscan.  They  were  writing  Ital- 
ian, they  cried.  They  quoted  Dante,  who  in  De  vulgari  pretended  (as 
we  have  seen,  for  political  reasons)  to  write,  not  in  Tuscan,  but  in 
Italian.  Some  non-Tuscans  refused  actually  to  even  attempt  to  write 
a  pure  Tuscan.  For  instance,  Bandello  says  that  he  has  no  style;  does 
not  write  like  a  Florentine,  but  like  a  barbarian;  is  not  ambitious  of 
giving  new  graces  to  his  language;  is  a  Lombard,  and  from  the  Li- 
gurian  border  into  the  bargain.22  In  Trissino's  Castellano  his  argument 
runs  as  follows:  As  the  languages  of  the  people  of  Florence,  Pisa, 
Siena,  and  other  cities  are  all  Tuscan  but  different  from  each  other, 
yet  together  form  one  language,  which  is  called  Tuscan,  so  all  the 
Italian  languages  make  one  language,  which  is  called  Italian;  it  is 
this  that  all  good  authors  should  write,  which  among  other  names  is 
called  the  illustrious  and  courtly  language.23  Trissino  in  the  second 
part  of  the  Castellano  does  not  say  that  an  Italian  language  must  come 
into  existence.  He  tells  the  Italians  that  for  a  long  time  they  have  had 
a  common,  national,  literary  language  entirely  distinct  from  the 
"vile"  and  "plebeian"  municipal  Tuscan  of  Florence  and  claims  that 
Dante,  Boccaccio,  and  Petrarch  wrote  Italian,  not  Tuscan.24  Such  a 
view  shows  how  the  desire  for  a  really  national  language,  or,  at  the 
narrowest,  the  desire  to  take  the  palm  away  from  Florence,  blinded 
the  anti-Tuscans  to  the  realities  of  language.  The  very  proof  of  the 
falseness  of  their  positions  is  that  in  writing  books  against  the  lan- 
guage of  Florence  anti-Tuscans  themselves  seldom  departed  from  the 
standards  of  pure  Tuscan  and  the  rules  of  Bembo.  They  wrote  the 
language  of  Florence,  but,  not  being  Florentines,  they  wanted  it 
called  by  another  name.  One  would  like  to  feel  that  the  advocates 
of  an  "Italian"  language  had  taken  up  Dante's  tools  in  hope  of 
forging  a  language  chain  which  would  bind  the  disunited  Italian 
states  into  a  national  whole.  One  would,  in  other  words,  like  to  re- 
member them  as  patriots.  Unfortunately,  the  time  for  national  unity 
was  far  away,  and  for  the  most  part  our  writers  were  thinking  in  nar- 
row sectional  terms.  The  name  "Italian"  was  just  a  weapon  against 

22  Bandello,  Novelle,  p.  6. 

23  Trissino  and  Tolomei,  //  Castellano  ed  il  Cesano  di  Claudio  Tolomei,  dialoghi  intorno  alia 
lingua  volgare,  p.  6o.  //  Castellano  is  Dante  almost  word  for  word. 

24  Ibid.,  pp.  33-34. 
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"Tuscan."  This  group  is  rightly  known  by  the  negative  appellation 
anti-Tuscans.  Yet,  the  pedantry  of  the  Florentines  and  the  always- 
present  desire  for  national  unity  made  the  theories  of  this  group  vic- 
torious, and  they  were  held  valid  in  Italy  well  into  the  nineteenth 
century. 

Closely  connected  with  the  writers  who  demanded  that  the  lan- 
guage be  called  "Italian,"  and  motivated  by  the  same  reluctance  to 
grant  intellectual  and  literary  hegemony  to  the  Florentines,  were  the 
men  who  proposed  as  an  ideal  the  language  of  the  courts.  Trissino 
can  be  put  here,  but  the  two  most  important  advocates  of  the  court- 
ier's tongue  were  Vicenzo  Colli  [II  Calmeta],  whose  remarks  on  the 
subject  were  made  in  his  Poesia  volgare,  and  Baldesar  Castiglione. 
Though  Colli's  own  work  has  been  lost,  his  opinions  are  known  to  us 
through  Bembo.  Calmeta,  according  to  Bembo,  called  the  courtly 
tongue  that  language  which  the  cardinals  and  the  lords,  Italians  as 
well  as  foreigners,  were  accustomed  to  use  in  speaking  to  each  other 
at  the  papal  court.  It  was  neither  Spanish,  French,  Neopolitan,  nor 
any  national  or  municipal  speech,  for  it  was  common  almost  equally 
to  all  the  nations  of  the  court.  It  was  a  grave,  sweet,  elegant,  polished, 
and  pure  tongue,  with  laws  and  rules  of  speech  far  superior  to  Tuscan 
and  preferable  to  it  as  a  literary  language.  The  courtly  tongue  alone, 
should,  its  advocates  argued,  be  the  model  for  all  those  who  want  to 
write  in  the  vulgar.25 

The  desire  that  lay  back  of  the  advocacy  of  a  courtier's  tongue  was 
not  only  anti-Tuscan  but  also  obviously,  aristocratic.  Whereas  Cal- 
meta departs  completely  from  Tuscan,  Castelvetro's  interest  is  in  the 
courtly  rather  than  the  anti-Tuscan  aspects.  In  his  mind  the  court- 
ier's language  is  primarily  Tuscan,  since  as  he  writes  and  speaks  it 
the  aristocrat's  fine  ear  recognizes  that  none  of  the  other  dialects  has 
its  clearness  and  grace.  Obviously  the  courtier's  tongue  is  far  from 
the  spoken  Tuscan  of  everyday  life.  It  is  highly  Latinized  and  non- 
popular.26 

Castiglione  sides  with  Calmeta  rather  than  Castelvetro.  He  de- 
clares in  the  dedicatory  letter  to  //  cortegiano  that  he  is  writing  a  lan- 
guage distinct  from  Tuscan.  He  writes: 

26  Bembo,  Prose  scelte,  pp.  158-159. 

26  Foffano,  Prose  filologiche;  la  questione  della  lingua  con  introduzione  e  commend,  p.  30. 
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E  perche,  al  parer  mio,  la  consuetudine  del  parlare  dell'altre  citta  nobili 
d' Italia,  dove  concorrono  omini  savii,  ingeniosi  ed  eloquenti;  e  che  trattano 
cose  grandi  di  governo  dei  stati,  di  lettere,  d'arme  e  negozii  diversi  non  deve 
essere  del  tutto  sprezzata;  dei  vocabuli  che  in  questi  lochi  parlando  s'usano, 
estimo  aver  potuto  ragionevolmente  usar  scrivendo  quelli  che  hanno  in  se 
grazia,  ed  eleganza  nella  pronunzia,  e  son  tenuti  comunemente  per  boni  e 
significativi,  benche  non  siano  toscani,  ed  ancor  abbiano  origine  di  fuor 
d'ltalia.  Olter  a  questo  usansi  in  Toscana  mold  vocabuli  chiaramente  cor- 
rotti  dal  ladno,  li  quali  nella  Lombardia  e  nell'altre  parti  d'ltalia  son  rimasti 
integri  e  senza  mutazione  alcuna,  e  tanto  universalmente  s'usano  per  ognuno, 
che  dalli  nobili  sono  ammessi  per  boni,  e  dal  volgo  intesi  senza  difficolta. 
Percio,  non  penso  aver  commesso  errore,  se  io  scrivendo  ho  usato  alcuni  di 
questi,  e  piuttosto  pigliato  l'integro  e  sincero  della  patria  mia,  che'l  corrotto  e 
guasto  della  aliena  .  .  .  ne  credo  che  mi  si  debba  imputare  per  errore  lo  aver 
eletto  di  farmi  piuttosto  conoscere  per  Lombardo  parlando  lombardo,  che 
per  non  Toscano  parlando  troppo  toscano.27 

In  spite  of  the  term  "Lombard,"  Castiglione  obviously,  as  will  be 
shown,  means  the  courtier's  tongue.  We  have  pointed  out  that  the 
development  of  a  courtly  society  influenced  the  vernacular.  Castigli- 
one is,  at  least  theoretically,  taking  what  he  considers  a  practical 
view  of  the  situation.  Since  Italy  was  not  politically  unified,  the  lan- 
guage ought  to  reflect  this  and  be  made  up  of  the  good  words  of  all 
dialects.  In  actual  fact,  Castiglione  is  not  greatly  concerned  with  the 
sectional  or  national  aspect.  His  main  interest  is  in  the  usage  of  the 
aristocracy,  in  the  language  his  ideal  courtier  speaks.  Tuscan,  since 
it  is  spoken  by  the  common  people  of  Florence,  is  not  a  fit  language 
for  the  courtier.  Castiglione  is  interested  in  class  rather  than  locality 
and  asks  whether  his  courtier  shall  speak  the  language  of  the  Tuscan 
peasant  or  that  of  the  Roman  nobleman?  Castiglione's  language  is 
not  far  from  the  standard  Tuscan,  but  he  did  not  want  it  called  by 
the  same  name  as  the  language  of  the  common  people.  As  the  wit, 
polished  manners,  and  fine  costumes  of  the  courtier  were  distinct 
from  those  of  the  masses,  so  should,  thought  the  author  of  the  Cortegi- 
ano,  his  language  be  distinctive.  The  courtier's  tongue  is  but  the  perfect 
dress  in  which  the  wit  and  polished  manners  of  the  courtier  must  be 
clothed. 

That  the  courtier's  tongue  was  felt  to  be  actually  in  existence  can 

27  77  corlegiano,  Lettera  dedicatoria,  pp.  6-7. 
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be  seen  from  the  Epistola  delle  lettere  nuovamente  aggiunte  at  the  head  of 
Trissino's  Sophonisba.  He  writes  that  in  his  Sophonisba  he  has  used  from 
the  Tuscans  all  that  he  felt  could  be  understood  clearly  by  the  rest  of 
Italy;  but  when  the  Tuscan  presented  any  difficulties  he  says  that  he 
has  abandoned  it  and  has  had  recourse  to  the  courtier's  tongue  for 
other  words.  He  says  that  the  Tuscan  pronunciation  and  the  courtly 
pronunciation  are  the  "two  most  beautiful  of  Italy."28  To  Trissino, 
at  least,  the  courtier's  tongue  is  more  than  an  ideal.  He  certainly 
treats  it  as  a  living  language. 

As  the  lingua  cortigiana  shows,  the  history  of  the  vernacular  in  Italy 
reflects  not  only  the  national  and  sectional  differences,  but  the  class 
basis  of  society.  For  instance,  Davanzati,  who  in  his  translation  of  the 
Annals  and  the  History  of  Tacitus  tries  to  bring  vigor  into  the  literary 
language  by  using  expressions  taken  from  the  language  of  the  people, 
nevertheless  tells  us  that  he  uses  only  the  expressions  which,  popular 
in  origin,  have  passed  into  the  speech  of  the  upper  classes  and  have 
thus  become  worthy  of  inclusion  in  scritture  nobili.  Only  these  become 
part  of  the  proprieta  d'una  citta.  He  writes: 

la  plebe  subito  le  raccoglie,  e  se  la  nobilita  le  riceve,passano  in  uso,  e  non  son 
piu  plebee,  ma  proprie  di  quella  citta,  e  degne  d'entrare  nella  regia  delle 
scritture  nobili,  come  nelle  camere  de'  gran  signori  i  gran  ministri,  benche 
nati  vili;  perche  la  virtu29  gli  ha  fatti  nobilissimi.30 

Though  his  passage  shows  the  aristocratic  slant  which  led  to  the 
invention  of  the  lingua  cortigiana,  Davanzati  belongs  with  the  Floren- 
tines, not  with  the  anti-Tuscans. 

The  various  theories  of  language  which  attacked  the  superiority 
of  the  Florentine  found  themselves  quickly  attacked  in  turn  by  the 
sons  of  Florence  and  their  allies.  Within  the  rank  of  the  supporters 
of  Florentine,  however,  two  rival  camps  fought  each  other  with  a 
vigor  almost  equal  to  that  with  which  they  repulsed  the  attacks  of  the 
anti-Tuscans.  Both  groups  agreed  on  the  superiority  of  Tuscan,  but 
one,  led  by  Bembo,  argued  for  the  Tuscan  of  the  fourteenth  century 

28  Quoted  by  Rajna  in  his  La  lingua  cortigiana,  p.  306. 

29  It  is  interesting  to  note  of  this  much  discussed  term  that  here  it  has  a  class  connota- 
tion. Included  in  the  meaning  of  virtu  were  ability  and  efficiency  and  it  was  through  these 
qualities  that  men  of  low  birth  could  enoble  themselves.  As  Ephraim  Emerton  says  in  his 
Humanism  and  Tyranny,  "Dignities  and  honors  are  heaped  upon  him  [the  scholar].  Some- 
times he  becomes  a  'gentlemen'  simply  because  he  has  become  a  scholar."  p.  28. 

30  Davanzati,  Le  opere,  p.  lxxvii. 
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while  another,  of  whom  Machiavelli  is  a  representative,  advocated 
the  language  of  the  day.  This  division  in  opinion  was,  equally  with 
the  Tuscans  and  the  anti-Tuscans,  a  result  of  the  disunity  of  Italy. 
For  the  advocate  of  fourteenth-century  Tuscan,  Bembo,  was  a  Vene- 
tian, and  he  argues  for  the  tongue  of  Petrarch  and  Boccaccio  in  order 
to  render  equally  easy  to  the  non-Tuscans  the  usage  of  the  literary 
tongue.  He  maintains  that  the  Florentines  write  less  well  than  the 
other  Italians,  because,  since  they  hear  the  Florentine  of  the  people 
in  their  ears  every  day,  when  they  write  they  unavoidably  fall  into 
many  vulgar  expressions  which  soil  their  writings.  This  does  not  hap- 
pen to  those  who  have  learned  to  write  the  Florentine  language  from 
good  writings  and  from  no  other  source.31  Bembo  argues  that  popular 
usage  is  never  as  elegant  and  as  noble  as  are  good  writings  and  that 
the  Florentine  when  he  writes  is  thus  at  an  unfortunate  disadvantage 
to  the  non-Tuscans,  who  have  learned  the  language  from  the  best 
books.  Another  argument  used  by  Bembo  against  living  Tuscan  is 
that  the-  writer  must  not  only  think  of  pleasing  the  audience  of  his 
day  but  also  must  have  in  mind  the  people  who  will  come  later.  Do 
you  imagine,  he  asks,  that  the  songs  of  Petrarch  would  have  been  so 
beautiful,  so  elegant,  so  exquisite,  so  noble,  if  he  had  composed  them 
in  the  language  of  the  people?  Even  Boccaccio  did  not  write  in  the 
manner  of  the  people,  although  it  was  less  inconvenient  to  do  so  in 
prose  than  in  verse. 32 

Bembo  feels  that  the  old  Tuscan  words  give  a  grace  and  authority 
to  the  language  and  make  it  more  fit  for  grave  discourse.  Arguing 
with  the  same  desire  to  remove  their  language  from  the  speech  of  the 
vulgar,  the  supporters  of  the  lingua  cortigiana  arrive  at  the  opposite 
conclusion.  Speaking  of  the  old  Tuscan  words  such  as  Bembo  wants 
to  employ,  Bernardo  says  in  //  cortegiano:  "Queste  parole  che  non 
s'usano  piu  in  Fiorenza,  sono  restate  ne'  contadini,  e,  come  corrotte, 
e  guaste  dalla  vecchiezza,  sono  dai  nobili  rifiutate."33  Thus,  one  side 
argues  that  the  old  words  remove  the  language  from  the  speech  of 
the  people,  while  the  other  claims  that  these  old  words  still  exist  only 
in  the  speech  of  the  backward  folk  and  therefore  cannot  be  used  by 
the  courtier. 

The  partisans  of  modern  Florentine  were  quick  to  defend  their 
positions  against  both  anti-Tuscans  and  the  partisans  of  old  Tuscan. 

31  Prose  scelte,  p.  162.      32  Ibid.,  pp.  164-165.      33  //  cortegiano,  p.  66. 
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Famous  among  the  documents  in  support  of  modern  Florentine  is 
Machiavelli's  Dialogo  intorno  alia  lingua,  which,  though  not  published 
until  later,  probably  circulated  in  manuscript  from  151 4  on.34  His 
tone  is  that  of  a  patriot,  indignant  at  those  who  would  strip  his  city 
of  her  honor.  He  says  he  is  writing  his  Dialogo  for  those  who  are  so 
little  grateful  for  the  benefits  received  from  Florence  that  they  wish 
to  confound  her  language  with  that  of  Milan,  Venice,  or  Romagna, 
and  with  all  the  coarse  words  of  Lombardy. 35  The  great  writers, 
Dante,  Petrarch,  Boccaccio,  were  Florentines  and  wrote  in  Florentine 
and  no  other  language.  A  common  language  does  not  exist  in  Italy; 
there  are  simply  various  dialects  each  of  which  is  characterized  by 
phonetic  traits  proper  to  the  city.  He  points  out  that  the  language 
which  the  anti-Tuscans  want  to  call  "Italian"  is  founded  on  the 
writings  of  the  great  Tuscan  authors  and  no  other  proof  is  needed 
than  a  glance  at  any  page  supposedly  written  in  "Italian."  Machi- 
avelli  is  equally  opposed  to  the  purists  who  advocate  archaic  Tuscan. 
For  him  the  basis  of  the  literary  language  must  be  the  living  language 
of  Florence.  He  writes  that  the  proof  of  the  dignity  of  the  maternal 
language  is  found  in  the  fact  that  strangers  who  write  on  a  new  sub- 
ject must  have  recourse  to  the  Tuscan  for  words.36  That  is  to  say,  the 
problems  and  the  ideas  of  modern  life  need  a  modern  vocabulary  and 
the  language  of  the  trecento  is  not  sufficient  for  their  needs. 

Since  the  literary  language  is  identical  with  the  pure  language  of 
Florence,  Machiavelli  feels  that  it  is  corrupted  whenever  words  of 
another  province  are  introduced  into  it,  and  he  criticizes  Ariosto  and 
others  for  introducing  words  of  non-Tuscan  origin  into  their  writings; 
a  thing,  he  says,  offensive  to  good  taste.37 

The  arguments  of  Machiavelli  are  for  the  most  part  sound,  but  he 
had  difficulty  in  convincing  those  not  of  his  city.  The  writers  from 
other  parts  of  Italy,  and  they  were  in  the  majority,  resenting  the 
dominance  of  Florence,  supported  the  thesis  that  the  language  was 
"Italian."  Some  few  thought  that  "Tuscan"  was  the  proper  name 
for  the  vulgar  tongue,  while  still  fewer,  and  these  were  born  in  Dante's 
city,  called  it  Florentine.  Local  pride  was,  thus,  obviously  far  stronger 
than  fact,  since  the  language  was  Florentine.  Of  course,  the  language 
of  Florence  had  its  ardent  defenders — all  Florentines.  Aside  from 

34  Rajna,  Rendiconti  delta  R.  Accademia  del  Lincei  (series  V),  II,  200. 
36  Foffano,  Prose  filologiche,  p.  40.      36  Ibid.,  p.  37.      37  Ibid.,  p.  38. 
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Machiavelli,  there  were  Varchi,  Lenzoni,  Salviati,  and  Fioretti. 
Most  vocal  of  these  was  Varchi,  whose  Ercolano  is  a  three-hundred- 
page  defense  of  the  Florentine  position.  A  resume  of  those  parts  which 
concern  our  topic  will  help  to  show  how  in  Italy,  because  of  its  pe- 
culiar social  conditions,  parochial  jealousy  crowds  the  class  and  na- 
tionalistic factors  off  the  stage.  This  will  become  significant  when  we 
review  the  fight  for  the  vernacular  in  France  and  England,  where 
the  absence  of  this  factor  allows  these  other  elements  to  stand  out 
sharply.  Varchi  will  recognize  only  one  language,  the  Florentine,  and 
maintains  that  all  Italians  who  wish  to  be  read  must  write  in  Floren- 
tine. Even  though  the  writer  is  from  another  city  and  mixes  in  a  few 
barbarisms,  if  he  follows  the  traditional  literary  language,  the  basis 
of  the  language  is  still  Florentine.  To  answer  those  who  asserted  that 
the  Italians,  like  the  Greeks,  should  mix  their  dialects,  Varchi  replies 
that  in  Greece  there  were  four  tongues  of  equal  value,  but  this  is  not 
true  in  Italy.  For  Florentine  alone  is  a  noble  tongue  in  Italy  because 
it  alone  has  writers  famous  and  imitated,  whereas  all  the  other  dia- 
lects are  non-noble  and  barbarous,  thus  making  mingling  unthink- 
able.38 Foreigners  can  learn  to  write  more  correctly  even  from  the 
most  ignorant  of  the  inhabitants  of  Florence,  since  Florentine  is  a 
living  language  and  cannot  be  learned  from  books  alone.  Of  course 
this  does  not  mean  that  the  standard  is  the  speech  of  the  market  place. 
On  the  contrary,  Varchi  sets  as  the  standard  for  correct  usage  the 
language  of  the  better  classes.  The  words  which  Florentine  borrows 
from  other  dialects  and  languages  are  proof  that  Florentine  is  a  young 
and  growing  tongue  which  can  enrich  itself  from  its  neighbors.  Varchi 
says  that  in  borrowing  the  Tuscans  follow  the  brave  Greeks  rather 
than  the  timid  Latins.39 

Does  Varchi's  emphasis  on  the  usage  of  Florentine  mean  that  a 
non-Florentine  can  never  hope  to  write  well?  This  is  an  important 
question,  since  the  fear  of  being  excluded  from  the  literary  language 
unquestionably  fired  the  zeal  of  the  anti-Tuscans.  Varchi's  answer  is 
given  with  great  care.  He  points  out  that  there  are  many  ways  to 
write,  prose  as  well  as  verse.  And  in  poetry  there  are  seven  distinct 
genres.  In  the  noble  genres,  the  heroic  and  the  lyric,  the  style  is  far 
removed  from  everyday  speech.  In  the  more  familiar  genres  the  dia- 
logue is  near  to  the  speech  of  actual  life.  Varchi  concludes  that  in 

38  Varchi,  U Ercolano,  p.  112.      39  Ibid.,  p.  224. 
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these  familiar  genres  the  Florentines  alone  can  excel,  but  in  the  more 
noble  genres  strangers  who  have  learned  the  tongue  from  the  great 
classics  are  able  to  write  as  well,  nay,  better  than  the  Florentines.40 

Varchi  distinctly  sees  that  the  main  reason  for  the  existence  of  the 
anti-Tuscan  faction  is  jealousy  over  the  name  of  the  language.  For 
his  part,  so  long  as  people  realize  that  the  language  is  the  speech  of 
Florence  he  is  even  willing  to  let  them  call  it  Italian,  since  the  speech 
of  Paris  is  called  French,  and  the  Castilian  tongue,  Spanish.  He  con- 
cludes that  if  the  problem  were  left  up  to  him  he  would  accord  not 
only  to  Tuscans  but  also  to  all  Italians  the  right  to  the  name  Floren- 
tine, on  the  one  condition  that  they  recognize  the  benefits  received 
from  it  and  the  village  of  Florence.41  He  says  that  he  is  not  angry 
when  Castelvetro  and  many  others  who  are  neither  Florentine  nor 
Tuscan  call  the  speech  of  Florence  "our  language."  He  continues 
that  it  seems  to  him  that  all  those  who  have  taken  the  trouble  to 
learn  it  may,  in  a  certain  sense,  call  it  their  language  and  that  the 
Florentines  should  be  their  debtors  for  it  and  be  grateful  to  them, 
since  their  labors  and  their  productions  are  but  trophies  and  honors 
for  Florence  and  the  Florentines.42  Certainly  this  sounds  generous 
enough,  but  it  smacks  too  much  of  noblesse  oblige,  and  one  could  hardly 
imagine  a  non-Florentine  partisan  accepting  this  proposition  with 
grace. 

On  the  whole  the  Florentines  were  far  more  liberal  than  the  anti- 
Tuscans  in  admitting  new  expressions  into  the  language.  They  were 
always,  by  the  very  nature  of  their  position,  conscious  of  the  changing 
quality  of  language,  since  usage  was  their  guide.  A  result  of  this  was 
that  the  question  of  enriching  the  language,  a  question  of  paramount 
importance  in  France  and  England,  was  given  attention  mainly  by 
the  Florentines.  The  anti-Tuscan  thesis  of  a  nonlocal  language  ex- 
cluded this  sort  of  thing.  Strozzi  was  one  of  the  Florentine  theoreti- 
cians most  interested  in  enriching  the  tongue.  He  felt  it  was  the  duty 
of  writers  to  reintroduce  old  words  and  expressions  to  form  new  words 
and  to  borrow  terms  and  phrases  from  foreign  tongues  and  from 
other  dialects.43 

Gelli  was  another  who  worked  for  the  enrichment  of  his  native 

40  Ibid.,  p.  196.      41  Ibid.,  p.  270.      42  Ibid.,  pp.  285-286. 

43  Barbi,  Un  accademico  mecenate  e  poeta  G.  B.  Strozzi  il  Giovane,  in  "Biblioteca  critica 
della  letteratura  italiana,  pp.  30-31. 
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tongue  with  the  fervor  of  a  patriot.  Gelli  is  an  interesting  figure.  He 
was  born  in  Florence,  the  son  of  a  poor  vintner,  or  tailor,  say  some, 
and  worked  at  his  father's  trade  until  the  age  of  twenty-five,  when  he 
began  his  studies.  He  progressed  rapidly,  was  made  a  member  of  the 
Florentine  Academy  and  became  known  as  one  of  the  greatest  speak- 
ers and  writers  of  Tuscan.  One  suspects  that  his  humble  origin  was 
not  without  influence  on  his  ardent  advocacy  of  his  city's  language. 
He  looked  to  the  orators  rather  than  to  the  writers  to  bring  new  riches 
into  the  mother  tongue.  He  writes: 

Si  pub  .  .  .  agevolmente  far  coniettura  da  le  cose  che  sopravengono,  che  [la 
lingua]  abbia  a  farsi  piu  ricca  e  molto  phi  bella  .  .  .  l'una  de  le  quali  e  la 
moltitudine  grande  di  coloro  che  oggi  si  danno  in  Firenze  a  la  lingua  latina 
e  greca;  i  quali,  imparando  quelle  con  regola,  favellano  dipoi  ancora  regolata- 
mente  la  nostra  e  con  leggiadria.  .  .  .  L'altra  e  il  cominciare  i  principi  e  gli 
uomini  grandi  e  qualificati  a  scrivere  in  questa  lingua  le  importantissime  cose 
de'governi  de  gli  Stati,  i  maneggi  de  le  guerre  e  gli  altri  negozi  gravi  de  le 
faccende,  che  da  non  molto  in  dietro  si  scrivevano  tutti  in  lingua  latina. 
Perche,  non  vi  date  a  intendere  che  una  lingua  diventi  mai  ricca  e  bella 
per  i  ragionamenti  de'plebei  e  de  le  donniciuole,  che  favellan  sempre  .  .  .  di 
cose  basse:  che  e'  so  no  solamente  gli  uomini  grandi  e  virtuosi  quelli  che 
inalzano  e  fanno  grandi  le  lingue;  imperroche,  avendo  sempre  concetti  nobili 
e  alti,  a  trattando  e  maneggiando  cose  di  gran  momento,  e  ragionando  bene 
spesso  e  discorrendo  sopra  quelle  in  pro  e  in  contro,  persuadendo  o  dis- 
suadendo,  accusando  o  lodando,  e  talvolta  ancora  ammonendo  e  insegnando, 
fanno  le  lingue  loro  copiose,  onorate,  ricche  e  leggiadre.44 

It  was  in  Florence,  too,  we  see  that  there  was  a  love  for  the  native 
soil  transferred  to  the  native  tongue  that  finds  an  echo  in  French  and 
English  writings.  Needless  to  say,  the  anti-Tuscans,  with  their  ab- 
stract theories,  could  feel  no  such  bond  between  the  soil  and  the  lan- 
guage of  the  people.  Tolomei  thus  praises  his  native  Tuscany: 

La  quale,  si  come  e  fioritissima  parte  d' Italia  di  belle  citta  e  vaghissimi 
castelli  adornata,  da  buono  e  temperato  aere  rasserenata,  di  fertilissimi 
campi,  ripiena  di  vive  acque  e  salutiferi  bagni,  di  ricche  miniere  di  metalli, 
di  commodi  porti,  e  altri  maravigliosi  beni  della  Natura  dotata,  cosi  ancora 
di  bella,  e  piu  di  tutte  Paltre  leggiadra  lingua  onorata.45 

The  writings  of  the  anti-Tuscans  were  based  on  conditions  that 
were  peculiar  to  the  disunited  states  of  Italy,  and  though  the  critics 

44  Gelli,  Opere,  pp.  314-315.     45  Tolomei,  //  Cesano,  p.  106. 
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were  arguing  in  favor  of  an  "Italian"  language,  we  find  these  argu- 
ments lacking  in  the  patriotic  feeling  of  the  defenders  of  "French" 
and  "English."  Characterized  as  they  were  by  a  strong  feeling  of 
local  pride,  the  writings  of  the  Florentines  offer  the  closest  parallels 
to  the  English  and  French  writings  on  the  subject  of  the  vernacular. 
In  a  country  disunited  as  was  Italy  in  the  time  of  the  Renaissance, 
local  patriotism  and  class  consciousness  were  the  only  motives  she 
could  offer  in  place  of  the  nationalism  that  the  new  state  was  awaken- 
ing in  England  and  in  France.  As  a  result,  we  will  find  an  identity  of 
spirit  in  the  defenses  of  the  vulgar  in  France  and  in  England  that 
cannot  be  equaled  in  an  Italy  yet  deprived  of  national  unity. 
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THEORIES  OF  THE  DRAMA 


URNING  from  the  question  of  the  language  to  the 
literary  genres,  we  shall  first  examine  the  social  basis 
of  the  literary  critics'  ideas  on  the  drama.  When  they 
discuss  tragedy  and  comedy,  the  Renaissance  Italians 
reveal  a  clear  recognition  of  the  class  basis  of  society 
that  is  seldom  found  among  later  writers.  Recognizing  a  cleavage  in 
society,  they  transfer  it  to  their  theories  of  the  drama  and  obtain  a 
distinction  between  comedy  and  tragedy  on  this  basis. 

In  doing  this,  most  of  the  critics  believed  they  were  following  Aris- 
totle; but  Butcher  says  "nowhere  does  he  [Aristotle]  make  outward 
rank  the  distinguishing  feature  of  tragic  as  opposed  to  comic  repre- 
sentation." l  Joel  Spingarn  agrees  and  says,  "Their  conception  of  the 
rank  of  the  characters  as  the  distinguishing  mark  between  tragedy 
and  comedy  is,  it  need  not  be  said,  entirely  unAristotelian."2 

On  the  other  hand,  F.  M.  Cornford,  in  the  Origin  of  Attic  Comedy, 
points  out  that  the  main  characters  in  Greek  tragedy  are  of  royal 
birth  and  that,  furthermore,  the  history  of  tragedy  in  Greece  from 
the  earliest  times  made  it  necessary  that  they  should  be.3  Mr.  Corn- 
ford's  argument  is  historically  convincing,  and  even  without  it  one 
could  take  issue  with  Butcher  and  Spingarn.  For  Aristotle's  whole 

1  Aristotle's  Theory  of  Poetry  and  Fine  Art,  p.  220. 

2  A  History  of  Literary  Criticism  in  the  Renaissance,  p.  64. 

3  Of  the  tragic  hero,  Aristotle  himself  says,  "He  must  be  one  who  is  highly  renowned 
and  prosperous — a  personage  like  Oedipus,  Thyestes,  or  other  illustrious  men  of  such 
families"  (Butcher's  trans.  Poetics,  pp.  46-47).  Since  Aristotle  was  formulating  his  rules 
on  the  basis  of  Greek  practice,  we  may  better  understand  his  position  by  simply  examining 
the  characters  in  all  of  the  extant  plays  of  Aeschylus.  Disregarding  the  messengers  and  the 
chorus,  we  find  that  in  The  Suppliants,  the  characters  are  Danaus,  descendant  of  Io  and 
Zeus  and  the  King  of  Argos;  in  The  Persians,  they  are  Atossa,  widow  of  Darius,  The  Ghost 
of  Darius  and  Xerxes;  in  The  Seven  against  Thebes,  they  are  Eteocles,  son  of  Oedipus,  King 
of  Thebes  and  his  two  sisters,  Antigone  and  Ismene;  in  Prometheus  Bound,  they  are  all  super- 
human save  for  Io,  daughter  of  a  King  and  mistress  of  Zeus;  in  Agamemnon,  they  are 
Clytemnestra,  queen  of  King  Agamemnon,  Agamemnon,  King  of  Argos,  Cassandra, 
daughter  of  King  Priam  and  Aegisthus,  cousin  to  the  King;  in  The  Choephori  they  are 
Orestes,  son  of  Agamemnon,  Electra,  his  sister  and  queen  Clytemnestra;  and,  lastly,  in 
The  Eumenides,  the  characters  are  Apollo,  Athena,  Orestes,  Ghost  of  Clytemnestra  and 
the  Pythian  Priestess.  Members  of  royal  houses,  descendants  of  Kings  and  Gods  are  they 
all.  One  would  find  much  the  same  thing  in  a  list  of  the  characters  in  the  plays  of  Sophocles 
and  Euripides.  It  certainly  seems  that  Aristotle  by  "illustrious"  meant  very  nearly  what 
the  Renaissance  critics  did  when  they  required  the  protagonists  of  tragedy  to  be  of  royal 
or  noble  birth. 
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conception  of  society  and  man  is  in  political  terms;  and,  since  he 
nowhere  says  that  birth  is  not  necessary  to  the  tragic  hero,  the  burden 
of  proof  rests  upon  those  who  feel  he  means  nothing  but  "moral" 
nobility  when  he  uses  the  term.  Thus,  the  contentions  of  the  Renais- 
sance critics  that  they  were  following  Aristotle  cannot  be  easily 
brushed  aside,  and  I  believe  that  they  have  the  better  of  Butcher  and 
Spingarn  But  for  the  purpose  of  this  book  Aristotle's  own  views  need 
not  be  determined:  our  concern  is  with  interpretations  that  the 
Renaissance  critics  give  to  the  Poetics.  If  the  critics  departed  from 
Aristotle,  their  departure  has  significance;  if  they  did  not,  the  fact 
that  they  chose  certain  portions  of  the  Poetics  and  not  others  is  equally 
significant. 

Castelvetro  is  very  explicit  on  this  subject.  He  says  that  nobility 
is  the  distinguishing  characteristic  of  the  subject  of  poetry,  and  he 
takes  pains  to  tell  us  that  he  does  not  mean  moral  nobility,  but  actual 
social  rank  and  deportment.  He  avers: 

Adunque  per  le  cose  dette  di  sopra  appare,  che  la  nobilta,  o  lo  stato  reale, 
&  la  vilta  o  lo  stato  privato  constituiscono  la  differenza  della  poesia  per 
cagione  della  materia,  la  quale  nobilta  o  vilta  non  si  discerne  per  bonta,  o 
per  malvagita,  ma  si  discerne  per  portamenti,  i  quali  portamenti,  se  sono  in- 
formati  di  convenevolezza  scoprono  la  nobilita,  e  se  sono  informati  di 
sconvenevolezza  scoprono  la  vilta.  E  per  convenevolezza,  &  sconvenevolezza 
io  intendo  modi,  &  costumi,  che  non  testimonino  della  bonta,  o  della  mal- 
vagita delPanimo  dell'  operante,  ma  facciano  fede  della  gentilezza,  o  della 
rusticita  dell'operante,  &  procedano  dallo'ngegno,  cio  e  o  dall'accorgimento, 
o  dalla  sciocchezza.4 

Since  rank  is  the  important  thing,  the  highest  rank  is  the  best  for 
the  poet's  purpose,  and  the  king  becomes  the  ideal  tragic  hero. 
Rank,  also,  marks  the  difference  between  tragedy  and  comedy.  Or, 
as  Castelvetro  states  it:  "Lo  stato  reale,  e  '1  privato,  le  quali  due  sole 
parti  partono  e  separano  la  poesia  e  la  dividono  in  ispetti."5  Accord- 
ing to  Castelvetro,  the  characters  of  the  tragedy  are  of  noble  birth 
and  are  more  lofty  and  ardent  in  their  desires  than  ordinary  people. 
He  writes: 

Quelle  [persone]  della  tragedia  sono  reali,  &  hanno  gli  spiriti  maggiori,  e 
sono  altiere,  &  vogliono  troppo  quello,  che  vogliono,  e  se  e  loro  fatta  inguiria, 

4  Poetica  iT Aristolele  (2d  ed.),  p.  36.      5  Ibid. 
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o  si  danno  ad  intendere,  che  sia  loro  fatta,  non  ricorrono  a  magistrate  a 
querelarsi  dello  'ngiuriantc,  ne  comportano  la  'ngiuria,  patientemente,  ma 
si  fanno  da  se  ragione,  secondo  che  l'appetito  loro  detta,  &  uccidono  per 
vendetta  i  lontani,  ei  conguinti  di  sangue,  &  per  disperatione  non  pure  i 
conguinti  di  sangue,  ma  talhora  anchora  sestessi.6 

For  Jason  de  Nores,  too,  tragedy  is  defined  in  terms  of  the  rank  of 
its  characters.  Since  De  Nores's  Delia  tragedia  for  the  most  part  simply 
repeats  accepted  doctrines,  it  is  reasonable  to  assume  that  his  defini- 
tion was  an  accepted  one:  "E  dunque  la  Tragedia  imitation  per 
rappresentation  di  una  attion  maravigliosa,  compita,  &  convenevol- 
mente  grande  di  persone  Illustri,  mezzane  fra  buone,  &  cattive."7 
Scaliger's  definition  of  tragedy  also  emphasizes  the  rank  of  the  char- 
acters: "In  Tragoedia  Reges,  Principes,  ex  urbibus,  arcibus,  castris."8 

Naturally,  the  plots  of  tragedies  spring  from  the  activity  of  kings 
and  princes.  As  Scaliger  says,  affairs  of  the  city,  fortress,  and  camp 
are  the  subject  matter  of  tragedy,  whereas  Castelvetro  simply  says, 
"the  actions  of  kings."  Giraldi  Cinthio  says  that  the  actions  of  tragedy 
are  called  illustrious,  not  because  they  are  virtuous,  but  simply  be- 
cause they  are  the  actions  of  people  of  the  highest  rank. 9  This  is  even 
more  clearly  stated  by  Giraldi  Cinthio  when  he  distinguishes  tragedy 
from  comedy  on  the  basis  of  the  plots,  pointing  out  that  tragedy  imi- 
tates illustrious  and  royal  actions,  whereas  comedy  deals  with  hap- 

6  Ibid.,  p.  222. 

7  De  Nores,  Discorso,  "Delia  tragedia,  f.  6r.  De  Nores  was  given  the  chair  of  moral 
philosophy  at  Padua  by  the  Venitian  government,  a  fact  which  so  impressed  him  that  he 
filled  his  many  writings  on  cosmography,  politics,  and  literary  criticism  with  the  doctrine 
that  all  philosophy  should  be  subordinate  to  the  state.  Although  one  may  admire  this 
heartfelt  gratitude,  the  result  is  that  his  literary  criticism  is  an  extreme  example  of  politico- 
pedagogical  reasoning  masquerading  as  aesthetics.  As  a  result,  he  will  have  more  impor- 
tance for  us  in  this  book  than  other  and  greater  men. 

8  Poetices  libri  septem,  Book  I,  Chapter  6.  The  incomplete  sentence  is  Scaliger's,  not 
mine.  Although  Scaliger  lived  in  France,  I,  like  Spingarn,  have  chosen  to  treat  him  as 
an  Italian  critic.  Not  only  was  he  of  Italian  blood  and  education  but  also  wrote  like  an 
Italian  critic.  I  wager  that  if  his  book  were  handed  to  a  Renaissance  scholar  with  all 
identifying  marks  removed  he  would,  after  reading  it,  exclaim,  "Here  is  a  sixteenth- 
century  Italian!"  not  "Here  is  a  Frenchman!"  The  second  edition  of  his  poetics  was  pub- 
ished  "Apud  Petrum  Santandreanum"  (Heidelberg,  1581).  Scholars  have  not  been  sure 
where  the  third  edition  was  published.  Fortunately,  I  have  managed  to  pick  up  a  copy 
which  seems  to  settle  the  question.  It  was  published  in  1586  by  the  same  house  as  was  the 
second  edition.  There  were  also  fourth  and  fifth  editions,  published  at  Heidelberg  in 
1607  and  1617. 

9  "E  nello  eleggersi  o  formarsi  queste  azioni  illustri,  cosi  dette  non  perche  siano  lodevoli 
o  virtuose,  ma  perche  vengono  da  grandissimi  personaggi."  Scritti  estetici:  de'  romanzi, 
delle  comedie  e  delle  tragedie,  II,  30. 
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pcnings  of  a  less  elevated  sort.  Giraldi  Cinthio  makes  it  clear  that  the 
rank  of  the  character  committing  the  action  determines  its  nobility: 

Hanno  dunque  tra  lor  comune  la  comedia  e  la  tragedia,  l'imitare  una 
azione:  ma  sono  differenti,  che  quella  imita  la  illustre  e  reale,  e  questa  la 
popolaresca  e  civile:  e  perb  fu  detto  da  Aristotele  che  la  comedia  imitava  le 
azioni  peggiori.  Non  che  ei  volesse  significare  che  imitasse  le  viziose  e  le  ree, 
ma  le  meno  illustri,  le  quali  sono  peggiori,  quanta  alia  nobilta,  se  si  confer- 
iscono  colle  reali.10 

It  is  notable  that  Giraldi  specifically  states  that  moral  standards 
are  not  applied  and  that  "nobilita"  has  a  purely  class  meaning. 
Minturno,  too,  defines  tragedy  in  terms  of  rank  and  says  it  should  be 
"magnifica,  e  grave:  laqual  comprende  persone  grandi,  &  illustri;  e 
cose  maravigliose  e  notabili."11 

Castelvetro  says  that  the  actions  of  tragedy  should  be  not  only 
magnificent,  but  those  of  a  king:  "Percioche  la  favola  delle  predette 
due  poesie  [epica  e  tragica],  non  simplicemente  dee  contenere  attione 
humana,  ma  magnifica  anchora,  &  reale."12 

Since  tragedy  deals  with  people  of  the  highest  rank,  the  style  of 
the  poet  must  be  shaped  to  reflect  this  fact.  De  Nores  writes:  "Ultima 
parte  della  qualita  della  Tragedia  e  la  Dittione,  per  la  quale  si  mani- 
festa  il  concetto,  &  la  Sentenza,  con  parole  altiere,  &  gravi,  &  con 
versi  per  lo  piu  di  sette,  &  di  cinque  sillabe."13  Scaliger  demands  for 
tragedy  "oratione  gravi  metrica"  and  makes  this  style  an  integral 
part  of  his  short  definition  of  tragedy,  which  he  boldly  places  side 
by  side  with  that  of  Aristotle.  Scaliger  says  a  tragedy  is:  "Imitatio 
per  actiones  illustris  fortunae,  exitu  infelici,  oratione  gravi  metrica."  14 

For  Giraldi  Cinthio  not  only  is  the  speech  of  tragedy  grand,  royal, 
and  magnificent,  but  it  is  highly  figurative.  For,  says  the  critic,  there 
is  no  form  of  figurative  speech  that,  providing  it  is  decorous  and 

10  Ibid.,  pp.  6-7.  That  Giraldi  in  writing  his  own  tragedies  was  conscious  of  critical 
problems  is  indicated  by  the  fact  that  he  is  complimented  by  a  modern  Italian  critic  for 
his  observance  of  decorum  in  his  tragedies.  Emilio  Bertana  writes:  "La  morale  e  quella 
del  secolo  XVI;  che,  come  il  Giraldi  diceva  (Discorso,  p.  39),  le  tragedie  'non  e  se  non 
bene  averle  tali  quai  le  ricercano  verisimilmente  i  tempi  nei  quali  scrive  il  poeta,  quanto 
ai  ragionamenti,  ai  costumi,  al  decoro  ed  alle  altre  circostanze  delle  persone.'  Tutti  i  re 
hanno  il  medesimo  concetto  della  propria  autorita  e  si  fan  trattare  da  Maesta  o  d'Altezza; 
tutti  i  sudditi  hanno  egual  concetto  dei  propri  doveri"  (Tragedia,  p.  67). 

11  Minturno,  L' Arte  pnetica,  p.  78.      12  Poetica  d' Aristotele,  p.  188. 
13  De  Nores,  Pnetica,  f.  30V.      14  Scaliger,  Poetices,  I,  6. 
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fitting,  cannot  be  properly  used  in  this  gravest  of  compositions. 15  He 
also  hints  that  the  number  of  characters  that  a  tragedy  should  have 
is  dependent  on  the  social  position  of  the  protagonists.  In  his  Apology, 
for  instance,  he  defends  the  great  number  of  people  in  the  Dido  on 
the  grounds  that  the  play  contains  two  royal  persons  who  must  have 
attendants  proper  to  their  rank.16 

Not  only  the  verse  form  but  also  the  very  scenery  should  be  ap- 
propriate to  people  of  high  rank.  Minturno  writes:  "Ne  lasciero 
d'ammonirvi,  ch'alle  tragiche  persone  convengono  palazzi  di  colonne, 
e  d'altezze,  e  d'insegne  reali  ornati."  17 

The  theory  of  the  Renaissance  critics  that  the  plot  of  tragedy  must 
be  historical  is  based  on  the  fact  that  it  deals  with  kings  whose  deeds 
have  been  recorded.  So,  if  the  poet  invents,  history  will  give  him  the 
lie.  Castelvetro  writes: 

Et,  se  dee  contenere  attione  reale,  sequita,  che  contenga  attione  avenuta  & 
certa,  &  d'un  re,  che  sia  stato,  &  che  si  sappia,  che  sia  stato,  conciosia  cosa 
che  non  ci  possiamo  imaginare  un  re,  che  non  sia  stato,  ne  attribuirgli  alcuna 
attione,  &  quantunque  sia  stato,  &  si  sappia  che  sia  stato,  non  possiamo 
attribuirgli  attione,  che  non  gli  sia  avenuta.18 

This  is  interesting,  since  it  shows  how  multifarious  are  the  conclu- 
sions which  flow  from  the  basic  assumption  of  rank  as  necessary  to 
the  tragic  hero.  This  doctrine  was  held  by  Pigna,  among  others, 
though  Giraldi  Cinthio  (11,14)  leads  an  opposition  to  it. 

The  social  basis  underlying  these  theories  of  tragedy  are  nowhere 
better  shown  than  in  Mazzoni's  contention  that  tragedy  has  as  its 
main  function  the  presentation  of  the  horrible  and  terrifying  acci- 
dents that  may  befall  the  great  in  order  that  princes  and  magistrates 
may  learn  thereby  to  moderate  their  ambitions. ' 9 

For  the  critics  of  this  period,  the  difficulties  which  the  critic  finds 
today  in  distinguishing  between  tragedy  and  comedy  did  not  exist. 
The  distinction  between  the  two  was  both  simple  and  absolute. 
Tragedy  dealt  with  people  of  noble  birth;  comedy  with  the  middle 
sort;  and  the  "satyr"  with  the  lowest  class.  Minturno  says  of  these 
three  classes: 

16  Giraldi  Cinthio,  Discorso,  II,  96.      16  Le  tragedie,  p.  148. 

17  Vaite  poetica,  p.  150.      18  Poetica  d' Aristotele ,  p.  188. 

19  Mazzoni,  Delia  difesa  della  "Commedia"  di  Dante,  p.  20. 
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Percioche  parte  ne  sono  gravi  e  rare,  e  di  persone  principali,  e  grandi,  & 
illustri;  le  quali  prende  ad  imitare  il  Tragico  Poeta;  parte  mezzane  e  com- 
muni,  e  di  persone  che  vivono  in  contado;  6  pur'  in  Citta;  &  attendono  a' 
coltivamenti  della  terra,  al  soldo,  alle  mercatanzie,  ad  altri  simili  guadagni: 
lequali  il  Comico  come  propria  materia  descrive.  Parte  humili  e  basse,  e  da 
ridere,  e  di  persone  degnissime  di  muovere  a  fare  gran  risa:  lequali  il 
Satyrico  ci  rappresenta.20 

Further  on  in  Varte  poetica  Minturno  is  even  more  specific  on  the 
subject  of  comic  characters.  He  writes: 

Introduce  il  Comico  in  atto  &  in  parole  cavalieri,  dottori,  medici,  merca- 
tanti,  lavoratori,  servi,  parasiti,  meretrici,  ruffiani,  vecchi,  giovani,  madri, 
di  famiglia,  fanciulle,  &  altre  simili  persone  d'eta,  di  sesso,  di  fortuna,  di 
stato,  di  natione,  di  costumi,  e  di  vita  differenti:  i  quali  sogliano  in  citta,  b 
pur  in  villa,  b  nell'  essercito  habitare,  e  far  vita  privata.21 

In  other  words,  comedy  deals  with  people  of  the  middle  class — the 
bourgeoisie,  as  we  say  today.  The  lower-class  characters  mentioned 
are  those  which,  in  the  role  of  servants  and  go-betweens,  contribute 
to  the  drama  of  middle-class  life.  Minturno  discusses  the  problem  of 
comedy  in  terms  of  the  middle-class  life  of  his  day.  He  is  thinking 
of  his  own  city  when  he  says  that  no  young  girls  should  appear  in 
comedy,  since  the  women  of  the  people  do  not  appear  in  public  until 
marriage,  whereas  the  maidens  of  high  birth  may  appear  in  tragedy, 
since  in  real  life  they  are  accustomed  to  meet  and  converse  with 
noblemen.  His  very  words  are: 

Le  fanciulle  nelle  case  delle  private  persone,  qualli  sono  le  comiche,  non 
hanno  in  costume  di  venire  nel  conspetto  degli  huomini  prima,  che  togliano 
marito;  ne  di  parlare  co'altri.  Alio  'ncontro  quelle,  che  nate  sono,  6  pur 
allevate  ne'  reali  palazzi,  ove  huomini  di  quali ta  diversi  si  veggono  costumare, 
non  fuggono  la  presenza  della  gente:  anzi  costumano,  e  ragiano  con  ogni 
maniera  di  persone.  Concio  sia  cosa,  che  quelle  tenga  ristrette,  e  chiuse  la 
bassezza,  et  humilita  loro,  laqual  non  le  difenderebbe  dalla  infamia,  che  del 
costumare,  e  parlare  con  altrui  nascer  loro  potrebbe:  queste  le  grandezza,  e 
l'eccellenza  loro,  come  di  persone  illustri  renda  ardite  a  poter  liberamente 
farsi  vedere,  e  con  altrui  ragionare  senza  temere,  che  infamia  alcuna  loro 
venirne  possa.22 

This  quotation  shows  that  regardless  of  whether  their  "rules"  came 
down  from  the  ancients  or  not,  the  Italian  critics  thought  in  terms 

20  Varte  poetica,  p.  65.      21  Ibid.,  p.  117.     22  Ibid.,  p.  118. 
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of  the  actual  life  of  their  day  more  often  than  some  of  their  historians 
have  suspected.  Scaliger,  too,  says  that  comedy  employs  characters 
from  "loco  humili."  Castelvetro,  who,  we  remember,  spoke  of  the 
characters  of  tragedy  in  terms  of  the  strong-willed  aristocracy  who 
constitute  a  law  unto  themselves,  speaks  of  the  contrasting  characters 
of  comedy.  He  says: 

Ma  le  persone  della  comedia  sono  di  povero  cuore,  &  avezze  ad  ubidire  a 
magistrati,  &  vivere  sotto  le  leggi,  &  a  sopportare  le'ngiurie,  ei  danni,  &  a 
ricorrere  a  gli  ufficiali,  &  supplicandogli,  che  facciano  per  mezzo  de  gli 
statuti  loro  restituire  il  loro  honore,  o  ammendare  il  danno,  non  si  fanno 
ragione  da  se,  ne  trascorrono  ad  uccisioni  de  parenti,  o  di  sestessi  so,  d'altri 
per  le  cose,  per  le  quali  vi  trascorrono  i  re.  Et,  perche  si  truovano  in  povero 
&  humile  stato,  per  far  nascere  Palegrezza  non  fa  bisogno,  che  si  sciemi  la 
loro  felicita,  potendo  crescere  per  molti  gradi,  &  per  alcuna  anchora  mez- 
zana  ventura,  come  sono  nozze  desiderate,  e  simili  cose,  &  dall'altra  parte 
il  danno,  o  lo  scorno  mezzano  possono  in  loro  produrre  la  tristitia.23 

Certainly  what  he  says  is  true  for  the  middle  class  in  almost  any 
period.  Thus,  the  comic  poet,  taking  note  of  the  psychology  of  the 
middle  class  and  its  situation  in  life,  must  carefully  make  his  plots 
conform  to  this  classic  mode  of  living.  Castelvetro  says  that  the 
"azione  Cittadinesca  privata  e  la  materia  della  Commedia,  siccome 
1'azione  Reale  e  la  materia  della  Tragedia."24 

The  comic  poet,  then,  deals  with  the  actions  of  private  citizens, 
with  the  familiar  and  domestic  aspect  of  life  rather  than  with  the 
affairs  of  state,  which  are  the  province  of  the  tragic  poet.  Says  Scaliger: 
"In  Comoedia,  lusus,  comessationes,  nuptiae,  repotia,  servorum 
astus,  ebrietates,  senes  decepti,  emuncti  argento."25  Jason  de  Nores 
uses  the  terms  "piacevole"  and  "ridicolosa"  to  describe  the  actions 
of  the  middle-class  comic  characters.  He  writes,  "la  Comedia  e  ben 
imitation  per  rappresentation,  ma  non  e  imitation  di  attion  di  per- 
sone illustri  per  qualche  horribilita,  ma  e  imitation  di  attion  piacevole, 
&  ridicolosa  di  persone  private  per  qualche  sempieta."26 

Since  comedy  deals  with  the  lives  of  private  citizens  whose  deeds 
are  not  important  enough  to  be  recorded  with  the  feats  of  kings  and 
noblemen,  it  follows  that  the  basis  of  the  comic  fable  is  not  historical. 
The  desire  for  verisimilitude  which  demands  an  historical  basis  for 

23  Poetica  d'Aristolele,  p.  222.     24  Opere  varie,  critiche,  p.  81. 
25  Scaliger,  Poetices,  III,  97.     26  De  Nores,  Poetica,  f.  6v. 
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tragedy  equally  implies  a  nonhistorical  basis  for  comedy.  As  Castel- 
vetro  says:  "Ma  la  favola  delia  comedia  sempre  e  tutta  occupata,  & 
riempiuta  delle  cose  possibili,  &  in  lei  non  hanno  mai  luogo  cio  e 
le  cose  avenute."27 

Verisimilitude  is  equally  necessary  for  the  stage  setting  and  scenery. 
So,  the  setting  of  the  comedy  should  represent  the  actual  setting  in 
which  the  actions  of  the  bourgeoisie  take  place.  The  scene  should  be 
a  street  lined  with  shops  and  the  homes  of  private  citizens,  and  per- 
haps opening  upon  a  port  filled  with  merchant  ships.  To  the  comic 
setting  belong,  says  Minturno,  "basse,  &  humili  casette."28 

The  diction  and  verse  of  the  comedy  should  attempt  to  catch  the 
rhythms  of  middle-class  speech  and  distinguish  itself  sharply  from  the 
"grand  style"  of  the  tragedy.  De  Nores  speaks: 

Ma  in  quanto  a'  versi,  avenga  che  la  Comedia  habbia  conformita  con  la 
Tragedia,  dovendo  ambedue  per  il  piu  componersi  nella  lingua  Italiana, 
come  gia  habbiamo  provato,  con  gli  versetti  di  serte  [sic],  &  di  cinque  sillabe, 
rappresentando  ragionamenti  di  coloro,  che  contrattano  insieme,  ne'  quali 
essi  naturalmente  cadono,  deve  pero  il  verso  Comico  di  sette,  &  di  cinque 
sillabe  con  gli  concetti,  &  con  le  maniere  del  dir  estere  si  fatti,  che  si  facciano 
sentir  grandemente  differente  dal  vetso  [sic]  tragico  della  istessa  mesura: 
togliendo  a  rappresentar  la  Comedia  attion  di  persone  private:  &  la  Tragedia 
togliendo  a  rappresentar  attion  di  persone  illustri.29 

Minturno  speaks  of  the  verses  which  should  be  used  in  comedy  as 
"non  grandi,  e  rotondi;  ma  simili  a'  ragionmenti  che  volgarmente 
si  fanno."30  Scaliger  means  much  the  same  thing  when  he  says 
comedy  has:  "Sermo  de  medio  sumptus."31 

Giraldi  Cinthio  denies  to  comedy  the  figures  of  speech  that  deco- 
rate the  tragic  style,  since  such  ornaments  are  foreign  to  the  middle- 
class  character.  Trissino,  on  the  other  hand,  allows  easy  metaphors 
and  figures  such  as  are  common  in  ordinary  speech.32 

What,  then,  is  the  purpose  of  comedy?  Obviously,  it  is  not  to  in- 
struct the  nobility,  since  it  concerns  them  in  no  way.  According  to 
critics  such  as  Scaliger  and  Trissino,  the  purpose  of  comedy  is  to 
chastise  vices  and  make  the  audience  shun  evil  ways. 

For  Mazzoni,  the  reason  that  the  civil  faculty  allows  comedies  is 

27  Poetica  d'Aristotele,  p.  188.  28  L'arle  poetica,  p.  150. 
29  De  Nores,  "Della  comedia,"  in  his  Poetica,  f.  1371". 
3U  V arte  poetica,  p.  67.      31  Poetices,  I,  6.      32  Giraldi  Cinthio,  Discorso,  II,  96. 
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because  they  end  happily  and  this  gives  men  to  understand  that  the 
life  of  the  common  people  is  pleasant.  Thus,  comedy  consoles  them 
for  their  low  station  in  life.  It  is  Mazzoni's  contention  that  both 
tragedy  and  comedy  were  designed  by  the  civil  faculty  to  preserve 
peace  and  to  prevent  sedition.33 

For  the  purpose  of  comedy  is  also  political.  Indeed,  De  Nores  never 
makes  the  distinction  between  ethics  and  politics.  Here  is  part  of 
De  Nores's  formal  definition  of  comedy: 

La  Comedia  e  imitarion  [sic]  per  rappresentation  di  una  attion  .  .  .  di  persone 
private  .  .  .  composta  con  parole  humili,  &  con  versi  corti  di  sette  &  di 
cinque  sillabe,  per  purgar  gli  spettatori  col  diletto,  che  nasce  dalla  imitation, 
&  dalla  rappresentation,  da  quelle  passioni,  &  discontentezze,  che  turbano 
la  lora  quiete,  &  tranquility  per  gl'inamoramenti  delle  moglie,  delle  figliole, 
de'  figlioli  .  .  .  de'  ruffiani,  delle  nutrici,  &  di  altre  persone  simili,  &  per 
fargli  inamorar  della  vita  privata,  a  conservation  di  quella  tal  ben  regolata 
republica  populare,  nella  quale  si  troveranno.34 

Surely  such  a  quotation  as  this  is  proof  positive  of  the  close  con- 
nection between  society  and  aesthetics  during  this  time.  The  purpose 
of  comedy  is  the  conservation  of  the  state. 

For  the  critics  of  Renaissance  Italy,  the  great  distinction  between 
comedy  and  tragedy  was  based  on  the  rank  of  the  dramatis  personae, 
and  the  plot,  scenery,  number  of  characters,  and  verse  sprang  from 
and  were  molded  by  this  factor. 

33  Mazzoni,  Difesa,  p.  20.      3i  De  Nores,  "Della  Comedia,"  in  his  Poetica,  f.  i2ir. 
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THEORIES  OF  THE  EPIC 


OR  the  cinquecento  the  epic  is  the  outstanding  genre. 
The  reasons  for  this  are  given  by  Francesco  De  Sanctis 
in  a  passage  which  links  the  social  forces  of  the  age 
with  the  change  in  literary  taste.  He  says: 

In  the  days  when  Italy  was  at  peace  and  was  prosperous,  the 
idyll  was  the  fashion — the  idyll,  which  showed  the  voluptuous  repose  of  a 
bourgeoisie  that  was  tired  of  struggling  and  had  sunk  deliciously  into  private 
life,  with  elegant  pleasures  and  idle  amusements.  And  now,  with  the  clash  of 
the  armies,  and  the  return  of  so  many  adventures  and  agitations,  the  old 
chivalric  romance  back  into  literature;  the  idyll  became  a  dead  form,  to- 
gether with  Platonism  and  Petrarchism.1 

Both  the  classical  epic  and  the  newer  romance  satisfy  this  new 
taste.  Not  all  literary  critics,  however,  are  willing  to  allow  such  poems 
as  the  Orlando  jurioso  an  equal  rank  with  the  older  form.  Minturno, 
for  instance,  though  there  is  much  in  Ariosto  that  he  admires,  refuses 
his  poem  the  title  of  epic,  since  it  does  not  follow  the  laws  laid  down 
by  Aristotle  to  govern  this  form.  Although  later  writers  like  Paolo 
Beni  were  to  defend  the  romanzi  as  veritable  epics,  the  earlier  defend- 
ers approach  the  matter  from  another  point  of  view.  In  their  books 
on  the  Romanzi  both  Giraldi  Cinthio  and  Pigna  take  the  position  that 
since  Aristotle  lived  before  the  days  of  the  romances,  his  rules  do  not 
apply  to  them.  Pigna,  however,  tries  to  show  that  in  many  respects, 
if  not  in  all,  the  romance  can  be  called  "epic."  Having  mentioned 
this  controversy,  we  can  hereafter  disregard  it,  since  from  the  point 
of  view  from  which  we  are  writing,  it  makes  little  or  no  difference 
whether  the  specific  critic  we  are  citing  calls  the  Orlando  an  "epic," 
relegates  it  to  the  rank  of  a  "romance,"  or  compromises  on  the  term 
"heroic  poem."  Certain  it  is  that  the  class  character  of  the  critics' 
definitions  is  the  same,  regardless  of  what  specific  poem  they  think 
fit  to  include  under  a  given  term. 

1  De  Sanctis,  History  of  Italian  Literature;  I,  440.  De  Sanctis  recognizes  that  later  on  in 
the  century  the  idyll  came  back  with  Tasso  and  Guarini.  He  says,  "The  Idyll  which  had 
been  shoved  aside  by  the  fashionable  chivalry  had  recovered  its  strength  and  was  master 
of  the  field  and  was  developing  in  dramatic  form,"  II,  672.  He  explains  the  renewed 
strength  of  the  idyll  by  the  fact  that  in  the  later  part  of  the  century  society  had  become 
more  and  more  artificial  and  that  the  idyll,  with  its  "life  of  simple  enjoyments,"  was  the 
"natural  counterpart  of  the  life  of  convention,"  II,  674. 
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An  interesting  national  variant  is  discovered  in  Italy's  treatment 
of  the  heroic  poem.  Whereas  in  England  and  France  at  that  time 
this  poetic  form  was  used  to  feed  the  fires  of  a  vigorous  patriotism,  in 
Italy,  where  the  patria  was  a  city  or  a  small  state,  such  a  national 
conception  found  expression  but  rarely,  as  in  Trissino's  V Italia  li- 
berata  dei  Goti.  Yet,  the  love  for  one's  city  was  strong  enough  to  pro- 
duce patriotic  poems  comparable  in  scope  to  the  national  epics  of 
France  and  England.  An  interesting  example  is  Delia  Fiorenza  difesa; 
poema  eroico,  by  Sig.  Niccolo  Villani  (Roma,  1641).  Villani's  heroic 
poem,  based  on  the  defense  of  Florence  from  the  Goths,  exalts  the 
city  and  its  heroes  with  all  the  ardor  of  one  whose  feeling  of  national 
pride  is  bounded  by  the  walls  of  his  city.  Usually,  however,  the  long 
poem  of  this  type  was  considered  more  the  story  of  a  hero  or  heroes, 
than  that  of  a  nation  founder  like  Aeneas.  So,  while  in  France,  Ron- 
sard  could  write  the  patriotic  Franciade,  in  Italy,  so  weakly  did  na- 
tionalism appeal  to  this  "geographic  expression,"  the  favorite  hero 
of  the  heroic  poets  was  the  French  hero  Roland.  Even  though  his 
pre-eminence  is  partly  due  to  the  medieval  tradition,  the  fact  that 
Roland  was  not  supplanted  by  an  Italian  rival  is  noteworthy. 

Yet,  though  it  lacked  the  patriotic  appeal  hitherto  so  characteristic 
of  it  as  a  form,  the  epic  was  considered  the  greatest  of  the  literary 
genres  by  the  Italian  critics.  This  opinion  sprang  largely  from  the 
renown  of  Virgil  and  Homer,  buttressed  by  the  authority  of  the 
ancient  critical  treatises,  and  partly  from  the  fact  that,  like  tragedy, 
it  appealed  on  class  grounds  to  an  aristocratic  age.  Castelvetro  alone 
put  tragedy  above  it.  For  Scaliger,  whose  attitude  is  typical,  the  epic 
is  superior  to  all  other  forms  of  poetry.  He  says: 

Dicebamus  supra,  omni  in  re  unum  quippiam  esse  rectum  ac  primum:  quod 
aliorum  norma  sit,  ita  ut  ad  id  caetera  omnia  referantur.  Tota  igitur  in 
Poesi,  Epica  ratio  ilia,  qua  Heroum  genus,  vita,  gesta  describuntur,  princeps 
esse  videtur:  ad  cuius  rationem  reliquae  Poeseos  partes  dirigantur.2 

Thus,  from  the  principles  of  the  epic  poem  Scaliger  proceeds  to 
derive  the  controlling  rules  for  all  poetry.  The  high  place  given  to  epic 
is  a  result  partly  of  the  fact  that,  like  tragedy,  epic  is  an  aristocratic 
form.  This  is  shown  clearly  in  the  discussion  of  the  character  of  the 
hero.  In  these  passages  we  are  forcibly  reminded  of  the  definition 
given  of  the  tragic  hero,  and,  indeed,  there  is  little  difference.  The 

2  Poetices,  III,  96. 
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hero  must  be  a  king,  or  at  least  of  noble  birth  and  possessed  of  every 
virtue.  For  Minturno,  Ulysses  is  the  type  of  epic  hero,  because  he  is 
"d'animo  forte  e  virile,  come  a  magnanimo  Semideo  si  convenia."3 
To  Tasso,  in  his  discourse  on  the  heroic  poem,  "l'epico  .  .  .  voule  il 
sommo  delle  virtu:  pero  le  persone  sono  eroiche  come  e  la  virtu."4 
If  love  enters  the  poem,  it  is  because  love  is  a  proper  passion  for 
heroes. 

In  Italy  of  the  Renaissance  virtu  was  not  the  "virtue"  of  our  lan- 
guage, but  rather  the  quality  which  contained  in  itself  the  potenti- 
alities for  action  proper  to  the  aristocrat.  Symonds  translates  it  by 
"force,  courage,  ability,  virility."  It  is  interesting  to  note  that  Jason 
de  Nores  not  only  requires  that  the  hero  be  a  prince  or  some  other 
great  person,  but  adds  "legitimo"  as  a  necessary  modifier.  He  says: 
"Al  poema  heroico  assegnarono  le  attioni  magnanime,  &  gloriose 
de'  buoni,  &  legitimi  principi,  b  di  qualche  altro  gran  personaggio."5 

Tasso,  too,  demands  that  the  people  in  a  heroic  poem  be  stately 
and  noble,  while  Minturno,  pointing  out  that  poetry  "imitates," 
says  that  the  epic  imitates  the  action  of  "grandi  persone."  So  con- 
scious were  the  Renaissance  critics  of  the  social  class  of  characters  in 
the  literary  form  that  men  like  Scaliger  make  it  the  basis  for  the  most 
fundamental  distinctions  between  the  forms.  He  begins  to  speak  of 
tragedy  by  saying  that  although  it  resembles  epic  poetry  it  differs  in 
that  it  rarely  introduces  persons  of  the  lower  classes,  such  as  mes- 
sengers, merchants,  sailors,  and  the  like. 

Naturally,  such  lower-class  characters  as  are  admitted  to  the  epic 
do  not,  according  to  our  critics,  change  the  essentially  noble  tone  of 
this  species  of  poetry.  However,  the  poet  has  to  keep  decorum  of 
rank  in  describing  his  characters.  After  telling  us  that  great  deeds 
are  the  subject  of  the  heroic  poem  for  the  purpose  of  inspiring  the 
people  De  Nores  says: 

Questa  parte  dunque  importantissima  della  poesia,  che  a  intorno  all'oration 
morata  [sic],  &  al  servar  il  decoro  de'  costumi  secondo  le  condition  delle 
persone  introdotte,  non  per  altro  e  stata  ammessa  in  queste  maniere  de' 
componimenti  poetichi,  che  per  generar  nelle  menti  de'  cittadini  una  cosi 
utilissima  cognitione  sotto  pretesto  di  folazzo  &  di  trattenimento.6 

3  Minturno,  L'arle  poetica,  p.  49. 

4  Tasso,  "Discorsi  del  poema  eroica,"  in  his  Opere,  IV,  60;  see  also  IV,  16. 

5  Dc  Nores,  Discorso,  f.  3V.      (i  Ibid.,  f.  3ir. 
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Since  the  leading  characters  in  the  heroic  poem  are  kings  and 
princes,  it  follows,  logically,  that  the  subject  matter  of  the  epic  con- 
sists of  the  actions  deemed  fitted  to  exalted  leaders.  Daniello  says  that 
heroic  poetry  deals  with  the  illustrious  deeds  of  emperors  and  other 
men  magnanimous  and  valorous  in  arms,  while  De  Nores  states  it 
thus  :"I1  poema  heroico  e  essempio  de  gran  personaggi  virtuosi  fuori 
in  guerre,  in  travagli,  in  peregrinaggi,  in  imprese  honorate,  per 
inanimar  gli  altri  alia  virtu."7 

Scaliger,  as  usual,  is  more  abstract,  but  he,  also,  considers  the 
affairs  of  kings  and  heroes  to  be  the  subjects  fit  for  the  epic  poet. 
He  says:  "Totum  verb  argumentum  petitur  e  vita  civili.  Partes  tamen 
potiores  inter  personas  dantur  Regibus  atque  Heroibus.  Dii  miscentur, 
ut  supra  docuimus.  Inter  negotia,  praeliis  agitur."8 

Castelvetro  demands  that  the  action  of  the  epic  be  not  only  mag- 
nificent but  also  royal:  "La  favola  delle  predette  due  poesie,  epica  e 
tragica,  non  simplicemente  dee  contenere  attione  humana,  ma  mag- 
nifica  anchora,  e  reale."9 

In  adapting  Aristotle's  definition  of  tragedy  in  order  to  obtain  a 
definition  of  the  epic,  Minturno  says  this  art  form  is:  "Imitazione  di 
atti  gravi  e  chiari,  de'  quali  un  contesto  perfetto  e  compiuto  sia  di 
giusta  grandezza."  10 

For  De  Nores  the  essence  of  the  plot  of  the  epic  is  that  a  legitimate 
king  recovers  his  heritage.  This  conception  is  certainly  based  on  social 
rather  than  aesthetic  preconceptions.  He  writes: 

La  maraviglia  del  poema  heroico  sara  che  havendo  qualche  buon  principe 
perduto  lo  stato,  &  la  patria,  o  qualche  altra  cosa,  che  diminuisca  som- 
mamente  la  sua  grandezza,  &  dignita,  il  che  suole  il  piu  delle  volte  come 
ben  giudica  Isocrate,  indurlo  a  vilta,  &  a  disperatione  che  egli  nondimeno 
in  processo  di  tempo  ritorni  animosamente  a  ricoverarla,  &  a  rimettersi 
nella  medisma  altezza,  &  per  favor  de  Iddio  &  per  sua  propria  virtu.11 

The  epic  has,  however,  according  to  Castelvetro  a  wider  scope  than 
simply  the  acts  of  one  person,  no  matter  how  distinguished,  if  the 
epic  poet  wants  to  be  more  liberal: 

7  Ibid.,  f.  311-.      8  Scaliger,  Poetices,  III,  96. 

9  Castelvetro,  Poetica  a"  Aristotele ,  p.  188.  I  quoted  this  sentence  from  Castelvetro  in  my 
chapter  on  tragedy. 

10  Minturno,  V arte  poetica,  p.  9.      n  De  Nores,  Discorso,  ff.  I7r-i7v. 
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Perche  non  ha  dubbio  niuno,  che,  se  nelP  historia  si  narra  sotto  un  racconta- 
mento  piu  attioni,  d'una  persona  sola  .  .  .  nella  poesia  si  potra  sotto  una 
favola  narrare  senza  biasimo  piu  attioni  d'une  persona  sola,  si  come  pari- 
mente  nella  poesia  senza  biasimo  si  potra  narrare  una  attione  sola  d'una 
gente,  perciocche  l'historia  fa  cio  con  molta  lode.  .  .  .  Et  non  solamente 
pure  nella  poesia  si  potra  narrare  una  attione  d'una  gente,  ma  anchora  piu 
attioni  d'una  gente.  .  .  .  Et,  se  le  si  concedera  la  narratione  di  molte  at- 
tioni di  molte  persone,  o  di  molte  genti,  non  pero  veggo,  che  biasimo 
alcuno  le  debba  seguire.  .  . 12 

Castelvetro's  remark  about  the  epic  being  able  to  narrate  the  ac- 
tions not  only  of  a  whole  race  of  people  but  even  of  many  races  is 
typical  of  the  international  attitude  of  the  Italian  critics.  The  Eng- 
lish (or  French)  critic  would  not  only  have  named  the  race  "English" 
(or  "French")  but  also  would  have  considered  the  actions  of  that  one 
race  a  sufficient  subject  for  poetry. 

This  matter  of  many  actions  has  another  aspect  which  should  not 
be  overlooked.  The  Renaissance  love  of  display,  fine  dress  and  orna- 
ment was  often  vulgarized  into  the  artless  accumulation  of  detail  on 
detail.  One  sees  this  tendency  in  Trissino,  who  declares  that  many 
plots  and  actions  are  good  because  they  increase  "la  grandezza  del 
Poema."13 

The  task  of  keeping  the  tone  of  the  epic  on  the  aristocratic  level 
demanded  a  careful  consideration  of  technical  means  to  this  end. 
Some  critics  were  undecided  whether  an  epic  need  be  in  verse,  or 
could,  like  the  Aethiopica,  be  in  prose;  but  Castelvetro,  thinking  of 
the  dignity  of  the  subject  and  believing  that  prose  cannot  give  the 
tone  required,  asserts:  "non  essendo  ne  potendo  essere  epopea  se  non 
in  verso." 14  Once  the  poet  has  decided  on  verse,  the  meter  to  be  used 
becomes  important;  here,  too,  the  critics  choose  their  meters  on  the 
grounds  of  gravity  and  nobility  of  tone.  For  instance,  Trissino: 

II  verso  esametro  poi  vi  si  addatta  benissimo,  per  essere  piu  fermo,  e  piu 
alto  de  gli  altri,  e  per  ricevere  meglio  d'ogni  altro  verso  le  lingue,  e  le  meta- 
fore,  e  le  altre  figure,  come  si  vede  in  Omero  prima,  e  poi  in  Virgilio;  ma 
noi,  per  non  ricevere  la  lingua  nostra  questa  tal  sorte  di  versi,  avemo  eletto 
il  verso  Endecasillabo,  il  quale  per  non  accordare  le  ultime  desinenzie,  si 
dimanda  Sciolto.15 

12  Castelvetro,  Poetica  d'Aristotele,  p.  1 78. 

13  Trissino,  "De  la  poetica,"  in  his  Tutte  le  opere,  II,  1 14. 

14  Castelvetro,  Poetica  a" Aristotele,  p.  20. 

16  Trissino,  "De  la  poetica,"  in  his  Tutte  le  opere,  II,  1 14. 
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Although  many  critics  disagreed  with  Trissino  as  to  the  precise  verse 
form,  they  all  admitted  that  it  should  be  characterized  by  dignity. 
De  Nores,  however,  agrees  with  Trissino  and  writes  that  the  epic  is 
"composta  con  versi  lunghi  endecasillabi  sciolti  &  con  concetti,  & 
parole  grandi,  &  sonore."16  Notice  here  the  addition  of  "conceits" 
and  the  demand  for  great,  high-sounding  words.  Even  the  vocabulary 
must  be  fitted  to  the  rank  of  the  characters.  Speaking  of  the  diction 
of  people  of  the  rank  to  be  found  in  the  epic  poem,  Minturno  warns 
the  poet  to  keep  decorum,  pointing  out  that  "Prencipi  anchora,  &  i 
Re  hanno  una  lor  propria,  e  particolar  maniera  di  parlare."  I7 

So  far,  we  have  spoken  of  what  the  critics  conceived  the  heroic 
poem  to  be.  What,  then,  was  its  function,  its  purpose?  In  the  Renais- 
sance the  thinkers  had  to  at  least  pretend  that  they  considered  purpose 
important  in  art,  and,  indeed,  some  of  them  did.  Castelvetro's  posi- 
tion is  revolutionary  and  unusual.  He  first  defines  the  epic  as  a  form 
of  poetry  "che  si  recita  in  piazza  per  diletto  del  popolo."18  That  the 
epic  in  an  age  of  printed  books  is  made  to  be  recited  in  public  would 
not  have  been  so  queer  a  notion,  if  he  had  meant  that  the  audience 
was  to  be  a  court;  but  he  did  not.  He  says  that  the  epic's  sole  purpose 
is  the  delight  of  the  "moltitudine  ignorante  e  del  popolo  commune." 
A  strange  conclusion  in  an  aristocratic  age,  especially  when  he  is 
speaking  of  a  highly  aristocratic  form.  Although  the  common  people 
in  every  epoch  have  found  pleasure  in  stories  about  their  social  su- 
periors, this  fact  was  rarely  considered  a  reason  for  authorship. 
Castelvetro's  insistence  that  the  end  of  poetry  is  delight  is  unusual 
and  refreshing  in  his  age.19 

The  epic  poem  performs  a  more  pedagogical  purpose  for  Trissino. 
It  deals  with  the  brave  deeds  of  heroes,  and  its  function  is  to  "laudare, 
et  ammirare  le  cose  migliori."20  De  Nores,  ever  conventional,  ex- 
plains the  political  implications  of  the  epic.  The  purpose  of  the  epic, 
according  to  him,  is  political  almost  in  its  entirety.  Its  purpose  is: 

per  introdur  col  diletto,  che  nasce  dalla  imitatione,  negli  animi  de  gli  audi- 
tori  qualche  virtu,  &  per  accendergli  all'amor,  &  al  desiderio  d'imitar  le 
imprese  magnanime,  &  gioriose  de'gran  personaggi,  &  de'buoni,  &  legitimi 

16  De  Nores,  Discorso,  ff.  36V-371-. 

17  Minturno,  Uarte  poetica,  p.  427. 

18  Castelvetro,  Poetica  d'Aristotele,  p.  534. 

19  Horace's  dictum  that  delight  was  one  of  the  ends  of  poetry  is,  of  course,  known  to 
all  the  critics,  but  they  do  not  emphasize  it  as  does  Castelvetro. 

20  Trissino,  "De  la  poetica,"  in  his  Tutte  le  opere,  II,  138. 
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Principi,  &  per  fargli  contentar  di  vivere  sotto  il  loro  stato,  &  abhorrir  la 
signoria  dc'Tiranni,  a  conservation  di  quella  tal  ben  regolata  monarchia, 
nella  quale  si  troveranno.21 

So,  to  this  typical  critic  the  function  of  the  epic  is  to  make  the 
people  contented  with  the  monarchy  under  which  they  live.  Thus, 
according  to  our  critics,  this  aristocratic  form  of  poetry  has  for  its 
function  the  propagating  of  the  idea  of  a  monarchical  form  of  gov- 
ernment and  the  allaying  of  discontent. 

21  De  Nores,  "Del  poema  heroica,"  in  his  Discorso,  f.  57V.  Mazzoni's  position  is  much 
the  same.  Indeed,  he  even  conjectures  that  the  epic  was  invented  by  the  civil  faculty  in 
order  that  soldiers,  inspired  by  heroic  examples,  might  be  willing  to  risk  their  lives  for 
the  safety  and  prosperity  of  the  state. 
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SCORN  FOR  THE  PEOPLE 

HE  aristocratic  bias  of  our  Italian  Renaissance  critics 
is  implicit  in  the  critical  theories  we  have  so  far  re- 
viewed. That  this  bias  has  been  more  implicit  than  ex- 
plicit is  what  could  have  been  expected,  since  the  pre- 
conceptions everyone  thinks  from  in  a  given  society  are 
seldom  mentioned,  for  the  very  reason  that  they  are  generally  ac- 
cepted. In  the  literary  criticism  of  this  period,  however,  the  presence 
of  the  critical  doctrine  of  odiprofanum  vulgus  does  offer  the  opportunity 
for  our  aristocratic  critics'  contempt  for  the  masses  to  become  more 
explicit.  However  Horace  may  have  meant  this  phrase,  and  I  see  no 
reason  to  doubt  that  the  friend  of  the  Emperor  meant  it  literally,  the 
Renaissance  critics  interpret  it  as  a  warning  to  disdain  everything 
connected  with  the  people.  Being,  perhaps,  conscious  that  as  poets 
and  critics  they  are  often  the  mere  hangers-on  of  the  aristocracy, 
these  writers  are  more  snobbish  than  the  princes.  The  idea  that  poets 
and  men  of  learning  were  inferiors  and  that  letters  were  unnecessary 
to  the  nobleman  existed  in  the  not-far-distant  past;  and  Castiglione, 
writing  in  the  Courtier,  says  that  in  France  the  nobility  esteem  only 
feats  of  arms  and  hold  as  base  all  learning — but,  he  adds,  the  Italians 
are  more  civilized.  Even  so,  the  critics  feel  that  a  strong  expression 
of  disdain  for  all  things  "common"  is  necessary.  For  Vida  even  the 
introduction  by  Homer  of  Thersites  into  the  Iliad  is  reprehensible, 
because  the  character  is  so  "low." 

The  literary  critics  say  with  Petrarch,  "vulgi  enim  laus  apud  doctos 
infamia  est."  The  idea  that  the  multitude  cannot  judge  poetry  is 
given  expression  by  Bembo  in  his  Prose: 

Non  e  la  moltitudine  Giuliano  quella;  che  alle  compositioni  d'alcun  secolo 
dona  grido  &  auttorita:  ma  sono  pochissimi  huomini  di  ciascun  secolo;  al 
giudicio  de  quali,  percio  che  sono  essi  piu  dotti  de  gli  altri  reputati,  danno 
poi  le  genti  &  la  moltitudine  fede;  che  per  se  sola  giudicare  non  sa  diritta- 
mente,  &  a  quella  parte  si  piega  con  le  sue  voci,  a  cui  ella  que  pochi  huomini, 
che  io  dico,  sente,  piegare. l 

1  Prose  scelte  (3d  ed.),  p.  42.  Mazzoni  agrees  that  a  poem  should  be  reserved  for  the 
approbation  of  a  few,  but  he  admits  that  a  popular  oration  ought  to  be  adapted  to  the 
understanding  of  the  multitude. 
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This  feeling  that  the  people  cannot  distinguish  good  art  from  bad 
leads  the  critics  to  suspect  the  romanzi  because  of  their  universal  popu- 
larity, if  for  no  other  reason.  In  the  Arte  poetica,  when  Vespasiano 
Gonzaga  speaks  of  the  romances  as  being  eagerly  sung  and  read, 
Minturno  replies: 

E  il  vero:  ma  da  cui?  e  con  qual  giudicio?  Certo  da  gli  huomini  volgari,  che 
non  sanno  che  cosa  e  la  Poesia:  ne  conoscono  in  che  consiste  Peccellentia 
del  Poeta.  Io  per  me  piu  stirno  un  sonetto  del  Petrarca,  che  tutti  i  Romanzi; 
onde  convien  che'l  volgo  errante  agogni.2 

This  is  striking  evidence  of  the  popularity  of  the  romanzi-  But  it  is  this 
very  popularity  that,  in  the  eyes  of  Minturno,  damns  them. 

The  people  are  ignorant  and  do  not  know  what  constitutes  good 
poetry;  so  the  poet,  in  writing  his  productions,  must  take  care  that 
he  does  not  follow  popular  taste.  He,  like  the  "homo  nobile,"  scorns 
the  opinion  of  the  mob. 3  Trissino  says  that  the  unity  of  time  was  used 
by  the  great  dramatists,  but  in  the  beginning  this  unity  was  not  fol- 
lowed and,  he  adds,  is  not  today  by  the  "indotti  Poeti."  In  other 
words,  separate  yourself  from  the  unlearned  by  having  your  dramas 
take  place  in  one  day.4 

Even  the  popular  Tasso  doubts  the  ability  of  the  mob  to  appreciate 
the  true  essence  of  art;  "[II]  vulgo  .  .  .  suol  piu  rimirare  gli  accidenti, 
che  la  sostanza  delle  cose."5  Nevertheless,  he  feels  that  the  universal 
approbation  of  all  manner  of  men  is  necessary  for  a  poet  to  achieve 
the  greatest  glory.  Indeed,  how  else  could  the  author  of  a  "romance" 
feel? 

The  poets  should  not  only  avoid  popular  art,  according  to  our 
critics,  but  also  are  expressly  forbidden  the  linguistic  usages  of  the 
people.  The  employment  of  words  in  daily  use  is  prohibited  to  the 
poet  in  Parthenio's  Delia  imitations. 7  poetica  (1560).  Varchi  remarks  that 

2  V 'arte  poetica,  p.  26. 

3  As  Alessandro  Piccolomini  writes:  "Opera  dunque  il  Magnanimo  virtuosamente,  e  di 
queste  operationi  conoscendo,  che  meritamente  i  maggiori  honori  gli  si  debbano,  in 
questo  si  acqueta  e  si  gode,  poco  curando  quel  che  si  credino  gli  altri  .  .  .  poco  a  l'opinion 
del  vulgo  guardando:  il  qual'  appresso  di  lui  in  consideration  non  e  mai."  De  la  insti- 
tutione  di  lutta  la  vita  de  Vhomo  nato  nobile,  p.  112. 

4  Trissino,  Opere,  II,  95.  Castelvetro,  on  the  other  hand,  bases  his  arguments  for  the 
unity  of  time  on  the  physical  necessities  of  the  people  who  can  sit  in  comfort  at  a  theater 
but  a  few  hours.  In  his  opinion  realism  demands  that  as  much  time  be  taken  in  represent- 
ing things  as  is  taken  by  the  actions  themselves  and  therefore  unity  of  time  is  needed. 

5  Opere,  "Del  poema  eroico,"  IV,  77. 
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the  bassi  e  plebei  words  which  the  people  use  are  not  found  in  the 
works  of  noble  authors  and  should  be  relegated  to  the  use  of  writers 
of  burlesque.6  Caro  says  the  same  thing  when  he  distinguishes  be- 
tween the  noble  style  and  the  familiar,  popular,  or  burlesque  style. 
Vida,  too,  demands  that  the  poet  be  free  from  any  suspicion  of  popular 
usages.  For,  as  Gilio  puts  it  in  his  Topica  poetica  (1580):  "I  nobili, 
perche  pratticano  il  mondo,  si  sforzano  sempre  di  lassare  le  voci,  e 
gli  accenti  popolare,  &  usare  parole  quanto  piu  possono  corrette 
e  belle."7  There  can  be  no  doubt  that  the  standard  of  "correctness" 
is  the  usage  of  the  aristocracy.  Tasso,  in  his  praise  of  Bembo,  can  find 
nothing  more  worthy  to  be  remembered  than  the  fact  that  Bembo 
rescued  the  language  from  popular  usage  and  purified  it  of  "dark" 
words  and  phrases.  He  thus  sings  of  Bembo: 

Che'l  puro  e  dolce  idioma  nostro 
Levato  fuor  del  volgare  uso  tetro 
Quale  esser  dee,  ci  ha  col  esempio  mostro. 

That  the  poet  should  avoid  the  type  of  poetry  which  gives  pleasure 
to  the  mob  is  a  dictum  for  which  the  Renaissance  critics  think  they 
find  classical  support  not  only  in  Horace  but  also  in  Plato.  Minturno 
says:  "Poesim  improbat  Plato  ad  plebis  voluptatem  repertam."8  If 
the  whole  desire  of  the  poet  and  critic  is  to  flee  the  vulgar,  he  will 
find  that  this  particular  "logical  coach"  will  carry  him  into  strange 
territories.  What,  for  instance,  is  more  typical  of  popular  poetic  taste 
than  the  desire  for  rhyme?  Logically,  then,  the  aristocratic,  learned 
poet  will  attempt  to  find  a  less  "popular"  substitute.  This  is  supplied 
by  Claudio  Tolomei's  Vex  si  e  xegole  de  la  nuova  poesia  Toscana  (1539). 
Tolomei  offers  as  a  substitute  for  rhyme  the  classical  meters  of  the 
ancients,  and  he  offers  examples  of  the  use  of  these  meters  in  Italian. 
A  group  of  poets  drawn  together  around  Tolomei  forms  the  Ac- 
cademia  della  Nuova  Poesia,  whose  purpose  is  to  combat  the  vulgar 
rhyme  and  put  the  "new  poetry"  in  its  place.  The  appeal  both  snob- 
bish and  intellectual  of  this  idea  is  so  great  that  we  shall  find  it  in- 
vading both  France  and  England  in  a  few  years. 

An  interesting  passage  in  //  coxtegiano  illustrates  the  aristocratic 
attitude  toward  the  people  clearly.  Messer  Federico,   in  discussing 

6  UErcolano,  p.  60.  See  also  my  section  on  the  language  in  Italy  in  this  book. 

7  Topica  poetica,  ff.  131--13V.      s  De  poeta,  p.  61. 
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bodily  exercises  such  as  jousting,  tourneys,  and  stick- throwing,  re- 
marks that  since  these  are  practiced  in  public,  the  courtier  must  be 
careful  that  he  is  completely  equipped.  He  continues: 

Appresso  dee  considerar  molto,  in  presenzia  di  chi  si  mostra  e  quali  siano 
i  compagni;  perche  non  saria  conveniente  che  un  gentilomo  andasse  ad 
onorare  con  la  persona  sua  una  festa  di  contado,  dove  i  spettatori  ed  i 
compagni  fossero  gente  ignobile.9 

To  this  observation  that  a  courtier  should  not  honor  a  festival 
where  the  spectators  are  ignoble,  Signor  Gasparo  Pallavicino  replies 
that  in  Lombardy  the  young  nobles  dance  and  wrestle  with  the  peas- 
ants. Messer  Federico  answers  this  by  saying  that  the  Lombard  custom 
is  not  one  that  pleases  him,  since  a  gentleman  ought  not  to  be  in 
rivalry  with  peasants,  unless  he  is  positive  of  winning,  because  it  is 
beneath  one's  "dignita"  to  have  a  "gentilomo"  beaten  by  a  "villano." 
Hence,  he  concludes  that  it  is  well  to  abstain  from  such  sports,  at 
least  in  the  presence  of  the  multitude,  since  "il  guadagno  nel  vincere 
e  pochissimo,  e  la  perdita  nell'esser  vinto  e  grandissima."10  Messer 
Federico's  conclusions  are  accepted  as  final. 

With  this  attitude  prevailing  among  the  aristocracy  as  regards 
their  contact  with  the  people,  is  it  any  wonder  that  the  critic  advises 
the  poet  again  and  again  to  avoid  letting  popular  usage  or  taste  creep 
into  his  lines?  It  is  only  in  the  light  of  this  position  that  we  can  un- 
derstand how  very  logical  the  division  of  the  genres  along  class  lines 
seemed  to  the  Renaissance  critics  and  why  the  fight  to  keep  the  speech 
of  the  people  out  of  the  illustrious  vernacular  seemed  so  important 
to  them.  Contempt  for  the  people  was  supreme.  How  could  literary 
criticism  be  anything  but  aristocratic  when  the  prevailing  social  atti- 
tude was  unchanged  from  that  of  a  Poliziano,  who  could  say  to  some- 
one who  accused  him  of  writing  Latin  difficult  to  understand,  "I  do 
it  on  purpose,  because  I  write  for  the  learned,  not  the  mob." 

9  //  cortegiano,  II,  134.  Compare  Machiavelli,  Discorsi,  p.  xxi. 

10  Ibid. 
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EXT  to  the  "odi  profanum  vulgus"  theme,  no  single 
critical  tenet  throws  more  light  on  the  aristocratic  basis 
of  Renaissance  Italian  criticism  than  decorum.  Spingarn 
says  of  it,  "The  observance  of  decorum  necessitated  the 
maintenance  of  the  social  distinctions  which  formed  the 
basis  of  Renaissance  life  and  of  Renaissance  literature."  l  I  should 
rather  formulate  it:  The  maintenance  of  social  distinctions  necessi- 
tated the  observance  of  decorum;  but  either  way  brings  out  the  im- 
portant fact  that  decorum  is  essentially  a  class  concept  and  cannot 
be  understood  except  as  such. 

There  may  be  a  certain  aesthetic  justification  for  this  doctrine.  It 
recognizes  that  the  basis  of  art  is  congruity,  the  relation  of  section  to 
section  and  of  part  to  part  within  the  section.  Disregarding  the  preju- 
dices by  which  they  arrived  at  this  concept,  the  Renaissance  artists 
were  able  by  applying  it  to  obtain  a  highly  satisfactory  unity  of  tone. 
Its  realistic  value  is  obvious.  As  an  aid  to  characterization — at  least 
superficial  characterization — it  was  invaluable.  That  it  is  important 
can  be  seen  not  only  by  the  space  the  critics  devote  to  it  but  also  by 
the  fact  that  Daniello  terms  it  the  "special  study"  of  the  poet. 

We  have  seen  in  our  study  of  the  drama  that  decorum  means  the 
fitting  of  action,  stage-setting,  and  style  to  the  rank  of  the  characters. 
It  is  in  connection  with  style  that  the  term  is  most  often  used.  Vida 
makes  the  statement: 

When  things  are  small  the  terms  should  still  be  so; 
For  low  words  please  us  when  the  theme  is  low.2 

Giraldi  Cinthio  shows  by  the  examples  he  gives  that  the  sense  of  fit- 
ness is  social  rather  than  aesthetic.  Decorum,  he  says,  means  the 
recognition  that  we  speak  with  a  king  in  a  way  different  from  that 
in  which  we  speak  with  a  gentleman  and  that  a  king  talks  to  another 
king  in  a  way  unlike  his  style  to  his  vassals. 3 

Scaliger,  following  the  ancient  writers  on  rhetoric,  divides  style 
into  three  categories,  the  grand  (altiloqua),  the  humble  {infima),  and 

1  Literary  Criticism,  p.  87.     2  Cook,  The  Art  of  Poetry,  III,  41 1— 412.      3  Discorsi,  p.  63. 
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the  mean  or  middle  (media).  The  use  of  a  particular  style  depends 
upon  the  subject  matter.  Thus,  decorum  is  the  fitting  of  style  to  sub- 
ject. As  an  example  Scaliger  tells  us  that  the  grand  style  is  that  which 
portrays  "personas  graves,  res  excellentes."  He  lists  the  eminent  char- 
acters for  which  this  style  is  to  be  used,  such  as  "gods,  heroes,  kings, 
generals,  and  civitates."^  Inferior  characters  are  sailors,  merchants, 
tradesmen,  and  hostlers.5  As  may  be  seen  from  this,  the  class  deter- 
mination of  such  genres  as  tragedy,  epic,  and  comedy  is  compli- 
mented by  the  same  division  on  the  grounds  of  decorum. 

For  no  other  single  critic  has  the  problem  of  decorum  such  fascina- 
tion as  for  Minturno.  In  his  section  on  //  decoro  he  distinguishes  among 
styles  "grande,"  "humile,"  and  "mezzana"  and  declares  that  the 
dignity  of  the  subject  determines  the  choice  the  poet  makes.  Tasso 
makes  the  same  division  in  his  third  discourse,  DelVarte  poetica.  He 
gives  the  tags  "magnifica,"  "mediocre,"  and  "umile"  to  the  three 
styles.  He  says  that  the  style  "magnifica"  is  employed  for  the  epic, 
since  it  deals  with  great  events  and  great  personages;  the  middle 
style  is  employed  when  the  poet  is  using  the  everyday  speech  of  every- 
day people;  and  the  low  style  is  used  "se  le  parole  saranno  di  contado 
o  popolaresche  affatto."6 

The  grand  style,  according  to  Tasso,  depends  upon  noble  concep- 
tions, and  these  in  turn  upon  the  greatness  of  the  subject  matter.  The 
subject  matters  mentioned  are  those  Tasso  considers  proper  to  the 
epic.  He  writes: 

Pub  nascere  la  magnificenza  da  concetti,  dalle  parole  e  dalle  composizioni 
delle  parole;  e  da  queste  tre  parti  risulta  lo  stile,  e  quelle  tre  forme,  le  quali 
dicemmo.  Concetti  non  sono  altro,  che  immagini  delle  cose;  le  quali  im- 
magini  non  hanno  soda,  e  reale  consistenza  in  se  stesse  come  le  cose,  ma 
nell'  animo  nostro  hanno  un  certo  loro  essere  imperfetto,  e  quivi  da  l'im- 
maginazione  sono  formate,  e  figurate.  La  magnificenza  de'  concetti  sara, 
se  si  trattara  di  cosi  grandi;  come  di  Dio,  del  mondo,  degli  eroi,  di  battaglie 
terrestri,  navali,  e  simili.  .  .  .7 

The  subject  matters  given  by  Tasso  are  those  Scaliger  says  are  fitting 
to  kings. 

4  "Personae  graves  sunt  Dii,  Heroes,  Reges,  Duces,  Civitates."  What  does  "Civitates"  mean? 
Does  Scaliger  possibly  mean  officials  of  a  city  or  the  symbolic  representations  of  cities? 
No  lexicon  I  have  consulted  gives  any  meaning  for  the  word  that  fits  in  with  the  grammar 
and  the  rhetorical  order. 

6  Poetices,  IV,  2.      6  Opere,  IV,  34.     7  Ibid.,  p.  52. 
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No  style  is  beautiful  in  itself,  says  Fracastoro,  unless  it  keeps 
decorum.  As  a  golden  robe,  though  beautiful  in  itself,  would  merely 
excite  laughter  if  worn  by  a  peasant,  so  the  use  of  the  heroic  style  for 
a  comic  subject  would  be  indecorous.8  Since  the  problem  of  decorum 
in  style  depends  ultimately  upon  the  subject  matter  and  since  the 
subject  matter  itself  depends  largely  upon  the  rank  of  the  characters 
in  the  genre,  it  becomes  clear  that  the  class  element  in  decorum  is 
of  great  importance. 

Andrea  Gilio  da  Fabriano,  in  his  La  topica  poetica,  summarizes  the 
matter  thus:  "Un  soggetto  basso  non  si  dica  con  parole  alte  e  gonfie; 
et  un  soggetto  alto  con  basse,  che  sarebbe  cosa  disdicevole;  perche 
lo  stile  deve  rispondere  al  soggetto." 9  As  if  this  were  not  clear  enough, 
he  continues:  "Se  si  ha  da  scrivere  materia  alta,  e  grave,  come  si 
faccia  scelta  di  parole  gravi,  alte,  e  sonanti,  apparenti,  e  luminose. 
Se  di  bassa  e  volgare,  lievi,  piane,  e  rimesse.  Se  di  mezzana,  mez- 
zane  e  temperate."  lb  Gilio  defines  "decorum"  in  terms  of  conformity 
of  style  to  subject  matter.  "II  Decoro  e  quella  proportione,  corris- 
pondanza,  o  conformita  c'ha  lo  stile  col  soggetto."  This  definition, 
however,  puts  too  much  emphasis  on  the  style  element  in  decorum. 
Decorum  must  exist  in  other  things,  too. 

The  problem  of  decorum  of  character  is  very  important.  As  we 
remember,  the  division  between  tragedy  and  comedy  is  made  ac- 
cording to  the  social  ranks  of  the  characters.  Castelvetro  says  that  the 
hero  of  the  tragedy  must  be  a  king,  and  he  adds,  "Non  la  nobilita 
della  persona,  ma  la  nobilita  del  modo,  col  quale  e  trattata,  faccia 
piu  nobile  il  poema."  In  other  words,  it  would  be  a  breach  of  decorum 
to  place  a  person  of  low  rank  in  a  form  which  demands  exalted  treat- 
ment. Not  only  must  the  poet  know  what  rank  of  character  is  best 
fitted  for  a  given  form,  but  he  must  take  care  that  in  describing  his 
character  he  never  violates  the  principles  of  decorum.  The  decorum 
of  a  king,  for  instance,  is,  according  to  Scaliger,  to  be  wiser  and 
stronger  than  others  so  that  he  can  afford  protection  with  his  strength - 
and  govern  with  his  wisdom:  "Regii  officii  natura  est,  praestare 
caeteris:  finis  gubernare.  Rex  itaque  naturam  sortietur  earn,  quae  & 
robur  praestat,   &  sapientiam.  Naturae  conditio  applicatio  roboris 

8  Fracastoro,  Naugerius;  sive,  De  poetica  dialogus,  pp.  160-161. 

9  La  topica  poetica  (1580),  f.  ~]r.  Erroneously  numbered  8  in  the  copy  I  used. 

10  Ibid.,  f.  7v. 
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ad  tuendum,  &  sapientiae  ad  gubernandum."11  According  to  Lio- 
nardi,  in  describing  a  character  the  poet  must  take  into  careful  con- 
sideration the  section  of  the  country  he  comes  from,  his  "humor,"  his 
family,  his  rank,  and  his  nobility. n 

Minturno  aids  the  poet  seeking  convenevolezza  by  listing  the  char- 
acteristics and  "humors"  of  all  kinds  of  people.  If  a  poet  is  desirous 
of  describing  a  poor  man,  a  rich  man,  or  a  lover,  Minturno  gives  the 
essential  traits.  Under  "costumi  nobile"  we  find: 

La  Nobilita  fa  gli  huomini  superbi,  disiderosi  di  gloria  e  d'honore,  dispregi- 
atori  non  che  de  gli  oscuri  e  vili,  ma  etiandio  di  coloro,  che  nuovamente 
per  loro  vertu  chiari  &  illustri  si  sonno  fatti,  e  simili  a  quelli,  che  principio 
diedero  alia  chiarezza,  per  la  quale  essi  risplendono,  e  non  per  loro  stessi.13 

Minturno  desires  the  poet  to  follow  decorum  not  only  in  character- 
istics but  also  actually  in  the  costumes  and  habits  of  apparel  of  the 
characters.  Each  character  must  be  robed  according  to  his  rank  and 
fortune  as  well  as  according  to  his  "humor."  "Conciosiacosa,"  says 
Minturno, 

ch'altro  habito  a'ricchi  e  potenti;  altro  a'poveri  e  mendici;  altro  a'Prencipi; 
&  a'gl'Illustri;  altro  a'gli  humili,  e  bassi  di  fortuna,  e  di  stato  si  convenga. 
La  onde  a'  fortunati  i  vestimenti  d'oro,  e  di  porpora  di  divano.  A  gl'  infelici 
gli  oscuri,  &  i  persi;  e  talvolta  i  bianchi;  ma  sozzi,  e  pieni  di  lordura.14 

Minturno  continues  for  several  hundred  words  this  listing  of  appro- 
priate habits  for  various  characters,  all  in  the  name  of  decorum.  The 
poet's  duty  is  to  represent  down  to  the  last  button  the  differences  in 
people  in  the  hierarchy  of  an  aristocratic  society. 

Decorum  is  not  only  a  principle  but  also  a  very  useful  tool.  The 
age  demands  classifications,  and  what  can  be  easier  than  to  classify 
according  to  social  class?  One  genre  is  separated  from  another  ac- 
cording to  the  rules  of  convenevolezza.  Thus,  each  genre  uses  a  different 
level  of  speech.  According  to  Varchi,  one  employs  only  the  most  re- 
strained and  nonvulgar  words  for  the  noble  genres  like  the  heroic 

11  Poetices,  IV,  2. 

12  "Si  di  persone  adunque  tratterassi,  si  considereranno  due  cose,  l'una  il  generante, 
l'altra  il  luogo  ove  alcuno  sia  generato.  In  quanto  al  luogo  si  verra  a  considerare  il  sito, 
et  la  natura  e  qualita  di  questo,  &  l'origine,  potenza  nobilita  &  costumi  di  coloro,  che 
vi  habitano.  In  quanto  al  generante,  quali  egli  sia,  &  quali  sieno  stati  i  suoi  maggiori  & 
progenitori,  &  queste  due  conditioni  principalmente  si  considerano  essendo  il  padre,  & 
la  patria,  come  dite  voi,  un  commune  principio  della  generatione." — Dialogi,  pp.  16—17. 

13  Uarte  poetica,  p.  47.      14  Ibid.,  p.  97. 
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and  the  lyric,  while  for  such  an  humble  type  as  the  dialogue,  one 
uses  the  language  just  as  people  talking  to  each  other  use  it. 15  The 
lyric  genres  are  considered  as  noble  as  the  heroic  and  the  tragic.  So 
great  is  the  authority  of  Dante  and  Petrarch  that  the  canzone  and 
the  sonnet  are  looked  on  as  consecrated,  and  no  one  dares  change 
them.  Dante  had  said  of  the  canzone  that  it  is  the  most  excellent  of 
all  forms  and  should  be  treated  in  the  most  excellent  language,  but 
the  Renaissance  critics  add  nothing  to  this.  Aristotle  can't  help  them 
here,  and  since  lyrics  are  hard  to  handle  from  the  standpoint  of  social 
rank,  the  Renaissance  theorists  do  not  attempt  an  organized  theory 
of  lyric  poetry.  In  the  case  of  De  Nores,  the  reason  is  given  frankly. 
He  says  he  speaks  of  those  forms  which  help  the  readers  to  become 
good  citizens. 

Ma  [he  says]  gli  epigrammi,  elegie,  ode,  &  altri  simili  componimenti,  che 
non  erano  giovevoli  communemente  al  publico,  come  cose  di  poco  momento, 
&  appertinenti  piu  tosto  al  grammatico  prudentissimamente  la  tralascio, 
&  tratto  solo  di  quelli,  che  erano  rappresentati  alia  moltitudine  nelle  ben 
institute  Republiche. 16 

Since  lyrics  cannot  help  preserve  the  decorum  of  daily  life  or 
strengthen  the  state,  De  Nores  does  not  bother  to  discuss  them.  He 
treats  comedy,  tragedy,  and  epic,  alone  and  at  length,  since  they 
have,  he  feels,  a  close  connection  with  good  government.  Though 
some  critics  disagree  with  him  as  regards  this  connection,  they  have 
the  same  social  approach. 

Minturno  can  find  no  better  way  to  describe  certain  genres  than 
by  saying  that  they  are  "mixed."  Tragedy  and  comedy  are  pure 
genres,  since  they  are  each  limited  to  one  class  of  character;  a  mixed 
genre  is  one  in  which  the  social  classes  are  mingled.  An  example  of 
the  latter  is  the  "Satyrica  Tragedia,  che  con  gl'  Iddii,  e  con  le  persone 
gravi  intrapone  i  Satyri,  &  i  Sileni:  e  con  la  gravita  delle  cose  il 
giuoco  &  il  riso." 17  Some  critics  are  joyful  over  the  freedom  offered 
by  this  mixed  genre.  G.  Cecchi  hails  the  farce  as  a  third  species  be- 
tween comedy  and  tragedy  that  receives  not  only  great  lords  and 
princes  but  also  the  lowest  and  most  common  people  into  its  walls, 
like  some  great  inn.  As  a  result  it  can  treat  all  subjects — grave  and 
light,  profane  and  pleasant,  polite  and  rough.18 

15  L' Ercolano,  p.  196.      16  Apologia,  f.  3V.      n  Uarte  poetica,  p.  42. 
18  Prologue  to  La  romanesca. 
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A  heated  discussion  soon  springs  up  over  the  so-called  mixed 
genres.  Is  the  mixing  of  people  of  different  ranks  a  violation  of  de- 
cor-urn? In  his  Poetica  De  Nores  admits  only  the  three  great  genres. 
The  epic  instructs  heroism;  the  tragedy  teaches  hatred  of  tyrants; 
and  the  comedy  adjusts  citizens  to  the  life  of  the  state.  All  other 
genres  are  incapable  of  inculcating  the  politico-moral  lessons  and 
are,  therefore,  not  even  worthy  of  discussion,  since  they  are  bastard 
genres.  This  position  quite  naturally  angers  the  author  oi  II  pastor  fido, 
and  Guarini,  under  the  pseudonym  Verrato,  writes  an  answer.19  He 
declares  that  in  actual  life  great  and  humble  persons  are  mixed  in 
the  state;  so,  he  says,  he  can  see  no  sense  in  De  Nores's  attempt  to 
keep  them  separate  in  the  drama.  De  Nores  is  shocked  and  replies 
immediately  in  an  Apologia  contra  Vautor  del  Verrato.  First,  he  reiterates 
the  social  function  of  poetry;  then,  he  asks  how  a  story  of  pastoral 
life  can  have  any  application  to  city  dwellers.  It  has  not,  so  it  is, 
therefore,  "senza  alcun  fine  utile."20  Third,  he  declares  that  poetry 
without  decorum  is  unthinkable  and  that  the  keeping  of  decorum  is 
impossible  if  characters  are  of  different  rank.  What  style  of  writing 
are  you  going  to  use,  grand  or  humble?  Are  the  stage  settings  going 
to  be  palaces  or  humble  cottages?  If  the  first,  they  are  inappropriate 
for  the  shepherds;  if  the  second,  they  are  unthinkable  for  the  nobles.21 
Guarini  writes  a  second  Verrato  and  later  a  Compendio  of  the  whole 
argument.  One  can  hardly  blame  him  for  his  anger,  but  his  epithets 
of  "il  immodesto,  il  colpevole,  il  provocante,  il  calogniatore,  il  pub- 
blicator  di  libelli  famosi,  il  bugiardo"  are  harsh  even  for  De  Nores. 
Guarini's  position  is  that  the  purpose  of  art  is  to  please  and  that  the 
artificial  restrictions  of  a  De  Nores  are  sheer  nonsense.  This  enlight- 
ened position  is  not  typical  of  the  age,  however.  Even  Guarini  accepts 
the  basic  class  division  and  says  that  a  pastoral  tragicomedy  comes 
about  because  some  of  the  shepherds  are  noble  and  others  not  and 
that  the  presence  of  the  first  makes  for  tragedy  and  the  presence  of 
the  second  for  comedy.  The  two  together  make  tragicomedy.  The 
modifier  pastoral  is  added  to  show  that  the  characters  are  shepherds, 
not  citizens,  since  Guarini  realizes  that  the  very  word  "comedy"  con- 
jures up  the  idea  of  the  citizen. 

De  Nores  finds  a  stanch  defender  in  Faustino  Summo,  the  author 

19  //  Verrato  ovvero  dijesa  di  quanto  ha  scrilto  messer  Jason  de  Nores  contra  le  tragicommedie  e 
le  pastorali  in  suo  discorso  di  poesia,  in  his  Opere,  III. 

20  Apologia,  f.  6v.     21  Ibid.,  f.  5 1  v. 
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of  Discorsi  poetici  ( 1 600) .  Summo  looks  at  the  whole  controversy  from 
the  standpoint  of  decorum.  Tragicomedy  and  pastoral  tragicomedy 
are  faced  with  a  dilemma  which  is  insolvable,  says  Summo.  Since 
they  mix  various  social  classes  (itself  a  breach  of  decorum),22  they 
cannot  possibly  use  a  style  which  can  satisfy  decorum  for  both  classes,23 
while  the  same  thing  is  equally  true  for  stage  settings.  If  you  keep 
decorum  for  one  class,  you  break  it  for  another.24  Thus,  mixed  genres 
are  unthinkable. 

It  would  not  be  worth  our  while  to  examine  remarks  on  other 
genres,  since  in  examining  the  discussions  concerning  them  I  have 
found  little  of  importance.  Yet  Giraldi  Cinthio,  in  discussing  dramatic 
satire,  makes  type  and  class  of  characters  the  distinguishing  factors,25 
while  Castelvetro  demands  that  characters  in  the  pastoral  speak  like 
ignorant  rustics.26 

It  should  be  abundantly  clear  by  this  time  that  "decorum"  as  a 
critical  term  must  be  understood  largely  in  a  social  sense.  Not  only 
did  the  maintenance  of  convenevolezza  buttress  the  hierarchy  of  society 
that  existed,  but  it  served  as  a  tool  of  great  critical  usefulness.  By  its 
use  the  critics  determined  the  style  appropriate  to  each  rank  of  char- 
acter, and  it  enabled  them  to  make,  on  the  basis  of  class  differences, 
a  satisfactory  distinction  between  the  genres. 

22  Summo,  Discorsi,  f.  781-.     23  Ibid.,  f.  79T.     2i  Ibid.,  f.  8or. 

25  Giraldi,  Discorso  sulle  satire,  II,  139. 

26  Poetica  d'Aristotele,  p.  578. 
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The  Poet 


CRITIC'S  conception  of  the  character  of  the  poet  and 
the  poet's  position  in  society  will  often  reveal  more 
about  the  critic's  fundamental  attitude  toward  poetry 
than  anything  else.  What,  then,  are  the  prevailing  con- 
ceptions in  the  Italian  Renaissance? 
Today  the  name  poet  is  not  the  glorious  thing  it  was  in  the  days 
of  our  critics.  Influenced  by  Platonism,  as  most  of  them  were,  these 
critics  looked  upon  poetry  as  divine  and  the  poet  as  a  seer  and  a 
prophet.  Minturno  tells  of  the  poet  "divino  spiritu  agitante"  l  and 
talks  of  the  poets  as  bees  inspired  by  the  Gods  and  stirred  by  the 
divine  spirit  to  gather  up  all  that  is  beautiful.  This  idea  appeals  to 
Minturno,  himself  a  bishop.  In  the  Arte  poetica  he  says  that  poetry  is 
certainly  divine,  the  very  art  of  God,  and  the  poet,  like  God,  is  a 
creator.  The  great  theologians  are  poets: 

Di  che  fanno  testimonianza  le  scritture  de'  primi  Theologi,  tanto  apo  gli 
Hebrei  quanto  apo  l'altre  genti,  a  tutti  coloro,  che  leggono  i  libri  di  Moise, 
e  de'  Propheti,  e  d'Orpheo,  che  di  Lino,  e  di  Mercurio,  e  d'Homero,  e 
de'  Pythagorici.2 

This  was  a  generally  accepted  idea  in  the  Renaissance.  Earlier,  in 
his  defense  of  poetry  in  the  fourteenth  book  of  his  Genealogia  deorum 
gentilium,  Boccaccio  gave  a  divine  origin  to  poetry,  declaring  that  it 
was  "instilled  into  most  sacred  prophets  dedicated  to  God." 3  Boc- 
caccio, also,  bears  witness  to  the  divine  nature  of  poetry  by  listing 
Moses,  David,  and  Job,  who  were  inspired  directly  by  the  Holy 
Ghost.4 

No  higher  title  than  "divine"  could  be  given  to  the  poet,  but  the 
critics  are  also  anxious  to  show  that  earthly  honor  is  his  also.  Poets 
are  the  companions  of  kings,  said  Boccaccio,  giving  famous  instances 
of  royal  honors  paid  to  poets;5  and  the  Renaissance  critics,  too,  are 
fond  of  dwelling  on  this  fact. 

Many  of  the  critics,  in  pointing  out  the  honor  which  is  owed  to 

1  De  poeta,  p.  18.     2  Dedication,  first  leaf.      3  Boccaccio,  On  Poetry,  p.  46. 
4  Ibid.,  pp.  46,  76.      5  Ibid.,  p.  5^. 
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poets,  remember,  as  does  Gilio  in  his  Preface,  the  famous  occasion 
when,  on  the  recommendation  of  King  Robert  of  Naples,  Petrarch 
received  at  the  hand  of  a  Roman  senator  on  the  Capitol  the  poet's 
crown  of  laurel.  No  greater  honor  is  possible  to  mortal  man  than  this 
that  was  received  by  the  poet. 

The  relation  between  the  poet  and  his  princely  patron  is  known  to 
have  been,  in  many  famous  cases,  unsatisfactory,  but  it  remains  true 
that  patronage  was  at  this  time  a  necessity  that  cannot  be  overlooked. 
Patronage  means  that  the  poet  is  inseparably  bound  to  the  aristoc- 
racy, sings  its  praises,  and  finds  his  political  interests  identical  with 
those  of  his  patron.  To  be  sure,  cities  and  republics  also  played  the 
patron.  Both  Venice  and  Florence  had  their  state  historians.  Naturally 
these  writers  felt  the  same  bond  of  loyalty  to  the  city  as  others  did  to 
their  princes.  The  writers  of  literature  had,  however,  to  depend 
largely  on  princely  patrons. 

Our  literary  critics,  themselves  not  slow  to  boast  of  the  gentle 
blood  coursing  through  their  veins,  accept  this  situation.  They  not 
only  point  out  that  one  of  the  poet's  functions  is  to  praise  the  princes 
and  generals  of  his  time  but  also  offer  as  a  proof  of  the  nobility  of 
poetry,  the  great  number  of  historical  and  Biblical  lords  and  heroes 
who  either  have  been  poets  themselves  or  have  favored  the  Muses 
with  their  protection. 

In  this  aristocratic  society,  the  code  of  the  nobleman  is  the  standard 
for  "good"  and  "bad,"  and  the  aristocratic  writer  tends  to  identify 
the  concepts  of  "good"  and  "aristocratic."  Since  poetry  is  considered 
a  "good,"  it  is  also  considered  aristocratic.  From  this  it  follows  that 
the  poet  must  be  of  gentle  blood  in  order  to  produce  "good"  poetry. 
Neo-Platonism  offers  a  philosophical  basis  for  this  idea.  The  poet  is, 
among  other  things,  a  creator  (like  God,  Minturno  says)  of  beauty, 
and  beauty  is  a  sacred  thing.  The  good  and  the  beautiful  are  identi- 
fied, as  this  famous  passage  from  7/  cortegiano  illustrates.  Messer 
Pietro  says: 

Signori,  disse,  io  non  vorrei  che  col  dir  mal  della  bellezza,  che  e  cosa  sacra, 
fosse  alcun  di  noi  che  come  profano  e  sacrilego  incorresse  nelP  ira  di  Dio: 
pero,  accib  che  '1  signor  Morello  e  messer  Federico  siano  ammoniti,  e  rion 
perdano,  come  Stesicoro,  la  vista,  che  e  pena  convenientissima  a  chi  dis- 
prezza  la  bellezza,  dico  che  da  Dio  nasce  la  bellezza,  ed  e  come  circulo,  di 
cui  la  bonta  e  il  centro;  e  pero  come  non  pb  esser  circulo  senza  centro,  non 
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pb  esser  bellezza  sanza  bonta:  onde  rare  volte  mala  anima  abita  bel  corpo, 
e  percib  la  bellezza  estrinseca  e  vero  segno  della  bonta  intrinseca.6 

We  are  told  that  the  beautiful  body  is  merely  the  outward  reflection 
of  the  beautiful  soul  and  that  this  outward  appearance  of  beauty  is  a 
sign  of  inward  goodness. 

Now  that  the  beautiful  and  the  good  are  equated,  the  next  step  for 
the  theorists  is  to  identify  this  "good-beauty"  concept  with  noble 
birth.  This  is  done  by  Lionardi  in  his  Dialogi  della  inventione  poetica 
(1554).  He  cites  the  Platonists  to  the  effect  that  the  body  takes  on  the 
quality  of  the  soul  and,  then,  continues: 

Appresso  e  detto  commune  di  tutti  gli  scrittori,  che  importa  assai  l'essere 
nato  nobile,  6  ignobile,  conciosia  cosa,  che  l'animo  prenda  qualita  dal 
nascimento,  percioche  e  piu  credibile,  che  uno  sia  ben  nato,  sia  etiandio 
ben  nudrito,  &  ben'  allevato.  Per  la  qual  cosa  trovati  furono  i  beni  esterni 
nobilita,  ricchezze,  esser  potente,  haver'  honori,  dignita,  gran  nome,  ami- 
citie,  gran  parentado,  &  altri  accidenti,  che  sono  sostegno,  &  stabilimento 
de'  regni,  &  piu  simili  alle  grandezze.7 

The  noble  soul,  is  then,  the  result  of  noble  birth,  and  the  graces 
of  the  aristocrat  are  a  result  of  his  noble  soul.  The  good  and  the 
beautiful  spring  from  the  noble.  What  is  more  reasonable,  then,  than 
that  the  creator  of  beauty,  the  poet,  should  be  of  gentle  blood?  When 
the  critic  says  that  the  poet  must  be  a  "good  man,"  these  ideas  are 
echoed. 

Thus  Strabo's  famous  passage  in  his  Geography  is  often  cited  by 
Renaissance  critics.  He  says  that  since  the  materials  of  the  poet  are 
men  and  their  customs,  the  poet  has  his  excellence  as  a  poet  added 
to  the  worth  and  dignity  of  man.  From  which  it  follows,  he  adds, 
that  he  who  would  be  a  great  poet  must  first  be  a  worthy  and  good 
man.8  Minturno  is  another  who  insists  that  the  poet  must  be  a  good 
man.9  The  poet,  of  course,  must  be  "good"  according  to  the  aristo- 
cratic as  well  as  the  moral  standards  of  the  Renaissance. 

Perhaps  nothing  connects  the  poet  more  clearly  to  the  aristocracy 
than  the  demand  that  he  be  learned.  In  Renaissance  Italy  learning 
is  an  aristocratic  privilege.  A  system  of  education  that  restricts  knowl- 
edge to  the  few,  obviously  primarily  educates  the  upper  classes.  Es- 

6  77  cortegiano,  Book  IV,  p.  415.     7  Lionardi,  Dialogi  della  inventione  poetica,  p.  27. 
8  Geography,  I,  63.      9  De  poeta,  p.  79. 
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pecially  is  this  true  when  the  learning  is  heavily  classical,  since  the 
content  of  such  learning  is  the  antithesis  of  the  "practical"  knowledge 
that  the  lower  classes  presumably  want.  Not  only  is  learning  re- 
stricted, but  it  is  also  considered  per  se  an  ornament  of  nobility.  All 
the  interlocutors  in  //  cortegiano  agree  on  this  point.  Count  Ludovico 
declares  that  next  to  goodness  letters  are  "il  vero  e  principal  orna- 
mento  dell'  animo."10  The  amount  of  learning  considered  necessary 
for  the  courtier  is  certainly  respectable.  The  Count  says: 

II  qual  voglio  che  nelle  lettere  sia  piu  che  mediocremente  erudito,  almeno 
in  questi  studii  che  chiamano  d'umanita;  e  non  solamente  della  lingua 
latina  ma  ancor  della  greca  abbia  cognizione,  per  le  molte  e  varie  cose  che 
in  quella  divinamente  scritte  sono.  Sia  versato  nei  poeti,  e  non  meno  negli 
oratori  ed  istorici,  ed  ancor  esercitato  nel  scriver  versi  e  prosa,  massimamente 
in  questa  nostra  lingua  vulgare.11 

Not  only  must  the  aristocrat  be  learned,  he  must  also  be  a  poet. 
To  be  a  good  poet,  would  it  not  help  to  be  of  gentle  birth?  In  II 
cortegiano  we  find  it  stated  that  not  only  in  arms  but  also  in  all  other 
worthy  professions  the  great  men  have  been  of  noble  birth.  Since 
gentle  blood  gives  a  certain  quality  and  essence  to  all  things  that 
spring  from  it,  something  is  lacking  in  those  men  that  come  from  in- 
ferior stock. r?  At  any  rate,  the  critics  are  almost  unanimous  in  de- 
manding that  the  poet  be  learned.  "Nihil  enim  solidioris  eruditionis 
a  Musarum  sacrariis  alienum  est,"  says  Scaliger. 13  Knowledge  is  the 
prerequisite  of  good  writing,  says  Castiglione.14  Liouardi  asks  that 
the  poet  be  an  expert  in  astrology15  and  have  the  knowledge  of  both 
the  historian  and  the  philosopher. 16  Gilio  not  only  says  this,  but  de- 
clares that  the  true  philosopher  is,  in  truth,  the  poet  who  is  full  of 
"tutti  le  scienze."17  To  Fracastoro,  himself  a  true  scientist,  the  poet 
is  the  instructor  in  all  the  arts  and  sciences,  while  Minturno  claims 
that  all  wisdom  and  knowledge  springs  from  the  poets:  "Atque  idem 
contendo,  si  qua  est  inter  homines  sapientia,  si  qua  perspicientia 
rerum  viget,  hanc  totam  esse  a  poetis,  praesertim  ab  iis,  quos  epicos 
vocant,  profectam."18 

To  be  a  poet,  says  the  critic,  one  must  be  able  to  imitate  the  an- 
cients. Vida  is  more  blunt,  he  declares  the  poet  must  "steal"  from 

10  27  cortegiano,  Book  I,  p.  gi.      ll  Ibid.,  pp.  g5~g6.      12  Ibid.,  p.  36.      13  Poetices,  VI,  4. 
14  II  cortegiano,  Book  I,  p.  70.      15  Lionardi,  Dialogi  della  inventions  poetica,  p.  23. 
16  Ibid.,  p.  16.      17  Topica  poetica,  Dedication.      ls  De  poeta,  p.  3g. 
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the  great  writers  of  classic  times.  Real  learning  is  necessary  for  the 
poet,  since  if  he  does  not  have  the  training  necessary  to  read  the 
Latin  and  the  Greek  poets,  he  cannot  borrow  from  them.  The  idea  of 
imitation  is  used  in  reference  to  both  literary  and  scientific  learning. 
From  every  point  of  view,  then,  it  is  obvious  to  the  critics  that  the 
poet  must  be  well  grounded  in  the  knowledge  the  Renaissance  con- 
sidered necessary  for  a  well-educated  man. 

So,  all  factors  combine  to  make  it  desirable  that  the  poet  be  of 
gentle  blood  and  tutelage.  As  a  matter  of  record  many  of  the  poets 
of  the  time  could  easily  meet  these  requirements. 

How  can  we  reconcile  these  facts  with  the  well-known  tendency 
of  the  courtly  poets  of  the  time  to  look  askance  at  publication?  This 
is  partially  explainable,  perhaps,  by  what  we  have  mentioned  before, 
the  hangover  in  some  quarters  of  the  old  knight-at-arm's  scorn  of 
poetry  as  the  pastime  of  clerks,  but  surely  this  attitude  cannot  be 
very  prevalent  in  the  cinquecento.  Castiglione,  speaking  through  the 
mouth  of  Count  Ludovico,  declares  that  the  courtier  poet  should 
show  his  poem  only  to  a  close  friend  in  order  that  others  may  not  laugh 
at  him.  Since,  he  says,  "che  invero  rare  volte  interviene,  che  chi 
non  e  assueto  a  scrivere,  per  erudito  che  egli  sia,  possa  mai  conoscer 
perfettamente  le  fatiche  ed  industrie  de'  scrittori,  ne  gustar  la  dolcezza 
ed  eccellenzia  de'  stili."19  This  is  just  like  the  advice  given  on  the 
subject  of  wrestling.  The  courtier  is  advised  never  to  undertake  a 
bout  unless  he  is  sure  of  winning.  So,  with  the  courtier  poet.  He 
should  not  show  his  verses  unless  he  is  sure  they  measure  up  to  the 
highest  standards. 

One  other  consideration  enters  into  the  reluctance  of  the  courtier 
to  publish  his  verses.20  The  interlocutors  in  77  cortegiano  decide  that 
of  all  the  outward  attributes  of  the  courtier,  grace  is  the  most  neces- 
sary. Count  Ludovico  says  that  in  examining  this  quality  of  grace  he 
has  discovered  its  secret  which  is  to: 

usar  in  ogni  cosa  una  certa  sprezzatura,  che  nasconda  Parte,  e  dimostri, 
cio  che  si  fa  e  dice,  venir  fatto  senza  fatica  e  quasi  fatto  senza  pensarvi.  Da 
questo  credo  io  che  derivi  assai  la  grazia:  perche  delle  cose  rare  e  ben  fatte 
ognun  sa  la  difficulta,  onde  in  esse  la  facilita  genera  grandissima  maravaglia; 
e  per  lo  contrario  il  sforzare,  e,  come  si  dice,  tirar  per  i  capegli,  da  somma 

19  //  cortegiano,  Book  I,  p.  97. 

20  This  treatment  of  "sprezzatura"  was  suggested  by  Myrick's  Sir  Philip  Sidney,  p.  22. 
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disgrazia,  e  fa  estimar  poco  ogni  cosa,  per  grande  ch'ella  si  sia.  Pero  si  pb 
dir  quella  esser  vera  arte,  che  non  appare  esser  arte;  ne  piu  in  altro  si  ha  da 
poner  studio,  che  nel  nasconderla:  perche  se  e  scoperta,  leva  in  tutte  il 
credito,  e  fa  l'omo  poco  estimato.21 

That  which  does  not  appear  to  be  art  is  true  art.  And  the  grace  of 
art  is  destroyed  when  the  effort  and  study  which  have  been  necessary 
to  its  creation  are  apparent.  The  courtier,  in  life  or  in  art,  should  as- 
sume an  air  of  sprezzatura,  of  effortless  grace.  No  matter  how  hard 
he  has  worked  over  his  poems  he  should  treat  them  as  mere  trifles 
that  he  has  negligently  dashed  off  for  lack  of  something  better  to  do. 
Naturally,  to  publish  one's  poems  would  ruin  the  gesture  entirely. 
So  some  of  the  courtier  poets  left  their  poems  in  manuscript.  How- 
ever, as  the  quotation  from  Castiglione  shows,  there  was  a  real  ap- 
preciation of  the  fact  that  hard  work  was  behind  this  air  of  graceful 
negligence. 

One's  idea  of  the  poet's  character  and  one's  conception  of  the 
purpose  of  poetry  are  indissolubly  connected.  If  the  poet  must  be 
a  man  of  birth,  learned  and  endowed  with  the  aristocratic  virtues, 
it  follows  that  the  end  of  poetry  will  in  some  way  be  connected 
with  the  interests  of  the  aristocracy.  It  will  be  the  purpose  of  our 
next  section  to  discover  just  what  these  connections  are. 

The  Purpose 

Now  that  we  have  seen  how  the  conception  of  the  poet  is  colored  by 
the  aristocratic  ideas  of  the  Italian  critics,  we  must  turn  to  what  is 
the  central  point  of  literary  criticism,  the  purpose  of  poetry.  A  critic 
may  be  able  to  conceal  his  particular  viewpoint  when  dealing  with 
minor  critical  points,  but  he  cannot  speak  of  the  purpose  of  poetry 
without  revealing  the  whole  ideological  content  of  his  criticism. 

Benedetto  Croce  points  out  that  the  Renaissance  is,  in  Italy,  the 
nourishing  time  par  excellence  for  the  pedagogical  theory  of  art.22  That 
this  is  true  is  at  least  partly  a  result  of  the  attack  on  poetry  as  im- 
moral by  writers  and  preachers  whose  approach  was  a  religious  one. 
As  the  well-known  attitude  toward  poets  in  Plato's  Republic  testifies, 
this  attack  did  not  begin  with  the  Renaissance,  and  the  attitude  which 
begot  it  reigned  triumphant  throughout  the  Middle  Ages.  Thus,  it 

21  77  cortegiano,  Book  I,  p.  97.     22  Estetica,  p.  198. 
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becomes  a  mere  matter  of  choice  as  to  whose  opinions  we  take  as 
representative  of  the  "moral"  opposition.  Savonarola's  personality 
adds  enough  color  to  his  views  to  make  them  particularly  interesting. 
Fra  Girolamo's  ideas  are  expressed  in  his  treatise  De  divisione  ac  utili- 
tate  omnium  scientarum,  written  in  the  year  Columbus  discovered  Amer- 
ica. He  declares  that  he  is  not  against  poetry,  but  the  abuses  of  it. 
Yet,  when  he  is  through  listing  its  abuses,  little  remains  of  what  we 
would  call  poetry.  He  contends  that  the  highest  form  of  poetry  is  the 
Scriptures,  and  he  looks  askance  at  the  lower  forms  as  conducive  to 
immorality.  He  is  especially  intolerant  of  classical  literature,  which 
he  feels  tends  to  undermine  Christian  culture.  When  one  considers 
how  important  is  the  classical  influence,  the  seriousness  of  Savo- 
narola's offensive  is  evident.23 

The  overwhelming  majority  of  the  Renaissance  critics  either  allow 
the  moralists  to  formulate  the  terms  of  the  argument  or  naturally 
approach  the  subject  in  the  same  way.  The  result  is  that  poetry  is 
moral  and  does,  in  spite  of  what  Savonarola  says,  lead  to  "good" 
actions.  Philosophically  inclined  critics  go  to  Aristotle,  who  in  his  day 
had  had  to  meet  the  purist  Plato's  attack,  and  in  his  works  they  find 
poetry  defended  on  the  grounds  that  the  peculiar  pleasure  derived 
from  poetry  is  legitimate  and  should  not  be  sacrificed  to  moral  con- 
siderations, as  well  as  on  the  grounds  that  it  is  "truer,"  that  is  to 
say,  nearer  to  reality  than  the  phenomenal  world.  For  Aristotle, 
reality  is  implicit  in  nature,  which  is  constantly  striving  toward  form. 
The  "arts"  make  this  "reality"  explicit  and  thus  arrive  nearer  to  the 
truth  in  arresting  and  giving  significance  to  the  meaningless  flow  of 
life.  Capriano,  in  his  Delia  vera  poetica  (1555),  takes  the  view  that 
poetry  is  the  ideal  representation  of  life  and  calls  it  the  "vera  nutrice 
e  amatrice  del  nostro  bene."24 

More  comprehensible  to  our  critics,  however,  is  Horace's  "Aut 

23  Although  it  does  not  alter  our  estimate  of  his  critical  position,  the  following  judgment 
is  a  just  warning  against  too  harsh  a  view  of  the  work:  "Savonarola  was  foe  neither  to  art 
nor  to  learning.  On  the  contrary  so  great  was  his  respect  for  both  that,  when  there  was  a 
question  of  selling  the  Medici  Library  to  pay  that  family's  debts,  he  saved  the  collection 
at  the  expense  of  the  convent  purse."  P.  and  L.  Villari,  "Savonarola,"  in  The  Encyclo- 
paedia Britannica,  14th  ed. 

24  Delia  vera  poetica  (Venice,  1555),  chap.  ii.  As  Paul  O.  Kristeller  points  out  in  The 
Philosophy  of  Marsilio  Ficino,  p.  304,  "the  idea  of  'pure  art'  as  opposed  to  science,  handi- 
craft, and  practical  activity  has  been  developed  only  in  comparatively  recent  times. 
Classical  antiquity  and  the  Middle  Ages  made  no  such  clear  distinction;  they  understood 
by  'arts'  any  kind  of  human  activity." 
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prodesse  volunt  aut  delectare  poetae."  Daniello's  elaboration  of  the 
idea  that  the  poet  is  a  teacher,  in  his  Poetica  (1536),  is  famous.  Poetiy 
he  avers  is  the  sugar  coating  of  the  philosophical  and  moral  medicinal 
pill.25  To  teach  pleasantly  is  the  end  of  poetry,  says  Scaliger.  "Poetae 
finem  esse,  docere  cum  iucunditate."26  Although  he  admits  delight, 
Tasso  defines  poetry  purely  in  terms  of  its  end,  "la  poesia  e  dunque 
imitazione  dell'azioni  umane,  fatta  per  ammaestramento  della  vita."27 
To  these  serious-minded  scholars  this  position  is  the  logical  one. 
Mere  pleasure  or  delight  could  hardly  attract  the  great  minds  that 
poetry  has  attracted.  Piccolomini  declares  that:  "non  si  dee  credere 
per  alcun  modo  che  tanti  eccellentissimi  poeti  e  antichi  e  moderni 
avessero  posto  tanto  studio  e  diligenza  in  questa  nobilissima  faculta, 
se  non  avesser  conosciuto  e  stimato  di  far  con  l'uso  di  quella  giova- 
mento  alia  vita  umana."28 

Even  those  critics  whose  natural  instincts  might  be  expected  to 
allow  them  to  escape  the  tradition  say  that  the  purpose  of  poetry  is 
not  only  to  delight  but  also  to  "far  profitto."  Some,  however,  like 
Surnmo,  feel  that  the  element  of  delight  is  merely  incidental;  "il 
diletto  non  e  fine  della  poesia,  ma  l'utile."29 

What  is  the  content  of  this  "utile"?  In  many  cases  it  is  political. 
The  fact  is,  as  we  have  pointed  out,  that  the  poet  and  the  critic 
identify  themselves  with  the  ruling  class.  The  poet  is  a  citizen  and 
should  use  his  art  to  further  the  interests  of  his  state.  As  Tasso  says: 

Taccio  per  ora  che  dovendo  il  Poeta  aver  molto  riguardo  al  giovamento,  se 
non  in  quanto  egli  e  Poeta  (che  cio  come  Poeta  non  ha  per  fine),  almeno  in 
quanto  e  uomo  civile,  e  parte  della  Reppublica,  molto  meglio  accendera 
l'animo  de'  nostri  uomini  coll'  esempio  de'  Cavalieri  fedeli,  che  d'infedeli.30 

A  prevalent  opinion  is  that  poetry  is  necessary  to  the  well  being 
of  the  state.  The  public  is  made  amenable  to  the  discipline  of  the 
governor  through  the  aid  of  poetry.  Mazzoni  holds  that  if  the  end  of 
poetry  were  the  useful  or  delightful,  it  would  not  be  an  imitative  art, 
since  imitative  arts  have  no  other  end  than  to  represent  and  imitate. 
But,  since  it  is  true  that  delight  results  from  imitation,  the  critic  can 
consider  the  delight  that  is  brought  about  by  poetry  in  two  ways: 

25  Poetica,  p.  10.      26  Poetices,  VII,  4. 

27  "Discorsi  del  poema  eroico,"  in  his  Opere,  IV,  42. 

28  Annotationi     .  .  nel  libro  della  poetica,  "Proemio." 

29  Discorsi  poetici,  f.  151-.      30  "Discorsi  del  poema  eroico,"  in  his  Opere,  IV,  14. 


72  ITALY 

that  is,  either  for  itself  alone  or  as  subordinated  to  and  ruled  by  the 
civil  faculty.  The  first  is  the  kind  that  was  driven  out  of  the  state  by 
Plato.  In  the  second,  the  delight,  being  regulated  by  the  civil  faculty, 
should  be  directed  toward  the  useful.  Thus,  good  poetry  concerns 
itself  with  delight  for  the  sake  of  utility.31  The  art  of  the  muses  is 
frankly  considered  an  adjunct  to  politics.  Tassoni  writes: 

Sotto  la  Politica  e  dipendenti  da  lei,  vengono  tre  nobilissime  arti,  PIstoria, 
la  Poetica  e  l'Oratoria,  la  prima  delle  quali  riguarda  l'ammaestramento  dei 
principi  e  dei  signori,  la  seconda  l'ammaestramento  del  popolo,  e  la  terza 
Pammaestramento  di  coloro  che  consigliano  le  cause  pubbliche  difendono 
le  private  in  giudizio.32 

For  this  view  of  poetry  the  critics  turn  for  support  to  Aristotle, 
whose  theory  of  catharsis  is,  they  feel,  political.33  If  the  function  of 
poetry  is  to  purge  the  emotions  dangerous  to  the  state,  the  function 
of  the  other  forms  must  be  similarly  connected  with  the  well-being 
of  the  government. 

De  Nores  is  a  strong  advocate  of  this  view.  He  says  that  the  purpose 
of  poetry  is  utility  and  that  delight  is  merely  adopted  as  an  end.34 
Strongly  Aristotelian,  he  declares  his  master  treated  only  those  forms 
which  had  a  direct  effect  upon  the  people.35  According  to  Aristotle, 
De  Nores  says,  tragedy,  epic,  and  comedy  were  the  three  forms  to  be 
treated,  because  they  "erano  quelle,  che  si  recitavano  per  diletto  in 
piazza,  al  populo,  &  che  dovea  regolar  il  philosopho  morale,  & 
civile,  &  i  governatori,  &  legislatori  delle  Republiche."36 

Moral  and  civil  philosophy  are  identical  to  De  Nores.  He  does  not 
bother  to  treat  the  lyric  forms,  since  he  cannot  discover  how  they 
have  an  effect  upon  the  political  life  of  the  state,  and  therefore,  he 
thinks  they  are  not  "philosophical."  Poetry,  he  contends,  is  a  philo- 
sophical thing,  and  he  takes  the  greatest  part  of  its  principles  from 
moral  and  civil  philosophy.  Poetry  purges  the  citizens  of  dangerous 
emotions,  makes  them  content  with  the  government  under  which 
they  live,  and  even  helps  to  train  the  young  men  in  the  state  militia.37 
Aristophanes  is  quoted  as  saying  that  the  function  of  the  poet  is  to 
"render  gli  huomini  migliori  nella  sua  citta,  il  che  non  haverebbe 

31  Mazzoni,  Delia  difesa  della  "Commedia"  di  Dante,  pp.  14-19. 

32  Pensieri  diver  si,  Book  X,  18. 

33  This  view  is  held  in  some  quarters  today,  though  many  modern  commentators  on 
the  Poetics  would  disagree. 

f.  28.      35  Ibid.,  ff.  igr-iov.      36  Apologia,  f.  2ir.      37  Ibid.,  f.  24V. 
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fatto,  se  non  havesse  egli  giudicato,  che  i  poeti  dovessero  haver 
riguardo,  &  dirizzarle  loro  composition!  al  beneficio  publico."38 
This  admirably  sums  up  De  Nores's  view  as  to  the  political  function 
of  poetry.  He  arrives  at  these  conclusions  because  he  regards  the 
people  in  the  public  square  as  the  audience  of  poetry,  an  audience 
little  better  than  a  mob  who  need  to  be  taught  how  to  be  "good 
citizens." 

For  De  Nores  the  function  of  the  art  forms  whose  audience  is  the 
mass  of  the  people  is  to  maintain  the  class  government  of  the  state 
unchanged.  But  is  the  mob  he  speaks  of  the  sole  audience  of  poetry? 
Not  at  all.  There  is  another,  and  to  most  critics  the  most  important, 
audience  composed  of  the  ladies  and  gentlemen  of  aristocratic  society. 
They  do  not  need  to  be  taught  to  uphold  the  status  quo,  so  what  is 
the  purpose  of  poetry  for  the  poet  who  writes  for  them?  Castiglione 
answers  our  question  by  advising  the  courtier  to  be  a  maker  of  verses 
not  only  for  his  own  pleasure  but  "per  questo  mezzo  non  gli  man- 
cheran  mai  piacevoli  intertenimenti  con  donne,  le  quali  per  ordinario 
amano  tali  cose."39  One  purpose  of  the  lighter  forms  of  this  art,  at 
least,  is  merely  the  entertainment  of  the  courtier  and  his  lady.  Even 
for  the  serious  poetic  form,  it  is  evident  that  an  aristocratic  audience 
is  demanded.  Since  the  poets  are  advised  to  imitate,  borrow,  and 
steal  from  the  ancients,  a  learned  audience  becomes  necessary,  and, 
as  we  have  seen,  this  automatically  means  an  aristocratic  audience. 
In  addition,  the  system  of  patronage  placed  the  poet,  as  it  had  his 
humanist  predecessor,  under  the  obligation  of  singing  the  praises  of 
his  princely  benefactors.  Phoebe  Sheavyn,  in  The  Literary  Profession  in 
the  Elizabethan  Age,  points  out  that  the  existence  of  a  despotic  or 
highly  aristocratic  society  makes  literature  subservient  to  the  tastes 
of  the  small  cultured  group.  Patronage,  thus,  becomes  a  necessity. 
She  writes: 

And  it  must  be  confessed  that  in  such  a  society  literary  genius  has  flourished 
at  least  as  well  as  in  communities  of  less  concentrated  culture.  The  list  of 
writers  who  profited  by  the  enlightened  liberality  of  such  patrons  as  Ptolemy, 
Augustus,  Maecenas,  Messala,  Lorenzo  de'  Medici,  Alfonso  of  Naples,  and 
Pope  Nicholas,  includes  some  of  the  most  renowned  names  in  literature.40 

38  Ibid.,  f.  24V.  The  aristocratic  bias  of  De  Nores  is  amply  demonstrated  in  his  Apologia, 
where  he  spends  pages  boasting  of  his  gentle  birth,  his  titles,  honors,  and  his  noble  con- 
nections. 

39  77  cortegiano,  Book  I,  p.  96. 

40  Sheavyn,  The  Literary  Profession  in  the  Elizabethan  Age,  p.  10. 
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Accordingly,  the  critics  encourage  patronage  by  giving  examples  of 
how  the  great  names  of  the  past  have  come  down  to  us  only  because 
poets  put  them  into  their  songs.  Another  purpose,  then,  is  to  praise 
your  patron. 

Certainly,  a  purpose  which  is  very  much  in  the  minds  of  everyone 
at  this  time  is  that  of  perfecting  the  gentleman  and  fashioning  the 
courtier.  The  very  book  to  form  the  perfect  courtier  advises  that 
poetry,  also,  performs  this  function.  Not  only  does  it  make  the  courtier 
more  graceful  and  better  able  to  carry  on  a  conversation,  it  also  has  a 
more  serious  aim.  It  implants  in  the  young  artist's  breast  the  desire 
for  martial  glory  without  which  he  is  unworthy  of  his  blood.  In  // 
cortegiano  Count  Ludovico  says: 

Ma  questo  dire  a  voi  e  superfluo,  che  ben  so  io  che  tutti  conoscete  quanto 
s'ingannano  i  Franzesi  pensando  che  le  lettere  nuocciano  all'arme.  Sapete 
che  delle  cose  grandi  ed  arrischiate  nella  guerra  il  vero  stimulo  e  la  gloria; 
e  chi  per  guadagno  o  per  altra  causa  a  cio  si  move,  oltre  che  mai  non  fa 
cosa  bona,  non  merita  esser  chiamato  gentilomo,  ma  vilissimo  mercante.  E 
che  la  vera  gloria  sia  quella  che  si  commenda  al  sacro  tesauro  delle  lettere, 
ognun  pb  comprendere,  eccetto  quegli  infelici  che  gustate  non  l'hanno.41 

Who,  he  continues,  does  not  want  to  emulate  the  great  deeds  of 
Caesar,  Alexander,  Scipio,  and  Hannibal  when  he  reads  of  their 
exploits? 

Poetry  not  only  serves  to  inspirit  the  aristocrat,  it  also  takes  its 
great  themes  from  his  noble  deeds.  The  poet's  praise  of  great  deeds 
is  profitable  to  the  hero,  since  it  keeps  his  name  alive;  and  equally 
so  to  the  poet,  since  it  gives  him  a  noble  theme  without  which  his 
poems  would  be  but  "vani  e  di  poco  momento."42 

Characteristic  of  the  Italian  Renaissance  is  the  desire  to  give  more 
form  to  life.  The  romances  of  the  Middle  Ages  are  objected  to  be- 
cause of  their  formlessness.  The  literary  critics  are  never  more  content 
than  when  dealing  with  the  "forms"  of  literature.  If  they  could  cut 
life  up  and  wrap  it  into  neat  little  packages  each  with  its  label,  they 
would  consider  their  job  done.  From  one  point  of  view  this  desire  for 
form  is  called  classicism,  and  rightly  so,  since  form  was  a  prepossession 
of  the  ancient  thinkers.  Looked  at  in  another  way,  it  seems  partly  to 
spring  from  and  be  a  reflection  of  the  class  structure  of  society.  As 
we  have  seen  in  the  introduction  of  this  book,  to  the  Renaissance  the 

41  //  cortegiano,  Book  I,  p.  94.      42  Ibid.,  p.  100. 
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placing  of  the  people  in  the  categories  of  social  station  is  what  gives 
form  to  life.  Great,  too,  is  the  influence  of  the  princely  courts.  Within 
the  narrow  boundaries  of  the  courtier's  life,  form  becomes  a  necessity 
and  life  becomes  conscious  art.  The  courtier's  manuals  are  the  rheto- 
rics of  this  sort  of  composition. 

So,  we  have  the  "classicism,"  not  only  of  our  critical  textbooks  but 
also  of  a  great  mass  of  the  poetry.  At  the  typical  Renaissance  court, 
content  is  apt  to  be  dangerous,  and  to  the  prince-serving  poets  of  the 
cinquecento  form  is  all  that  is  left.  Naturally  the  virtues  of  humility 
and  loyalty  enter  in,  too.  The  attitude  toward  literature  becomes  in- 
creasingly formalistic,  and  the  critics  are  as  much  to  blame  as  anyone 
else.  They  live  in  an  age  in  which  power  and  authority  are  respected 
for  themselves.  One  bows  down  to  one's  rulers  in  life,  while  in  litera- 
ture one  abases  himself  before  Virgil.  According  to  Scaliger,  Virgil 
omitted  nothing,  and  nothing  will  be  added  except  by  inept  and 
impudent  people.43  But  for  the  most  part,  though  one  would  like  to 
think  that  at  least  part  of  their  Virgil  worship  springs  from  a  sound 
literary  appreciation  and  a  sense  of  the  inadequacy  of  one's  own 
limitations,  this  attitude  results  in  the  critics  setting  themselves  up  as 
authorities  and  givers  of  rules  from  which  to  err  is  treason.  The  critic 
has  all  the  recipes  necessary  to  the  composition  of  a  poem,  and  the 
poet  needs  only  to  read  them.  Castelvetro  tells  us  that  his  art  of 
poetry  is:  "il  raccoglimento  di  tutti  i  necessari  insegnamenti  con  bella 
dispositione  ordinati  per  insegnare  a  fare  un  lodevole  poema."44 
Scaliger  is  even  more  decided.  He  promises  to  create  the  poet. 
"Poetam  creare  instituimus."45  "Confident"  is  too  mild  a  term  to 
describe  the  attitude  of  the  critics.  Their  self-esteem  is  well  shown  by 
the  very  title  pages  of  their  books.  For  instance: 

L'Arte  Poetica/Del  Sign/Antonio/Minturno/Nella  Quale  si  Contengono/ 
i  precetti  Heroici,  Tragici,  Comici,  Satyrici,  e  d'ogni  altra  Poesia:/Con  la 
Dottrina  de'  Sonetti,  Canzoni,  &  ogni  sorte  di  RimeThoscane,  dove  s'insegna 
il  modo,  che  tenne  il  Petrarca  nelle  sue  opere./  E  si  dichiara  a'  suoi  luoghi 
tutto  quel,  che  da  Aristotele,  Horatio,  &  altri  auttori  Greci,  e  Latini,  e 
stato  scritto  per  ammaestramento  di  Poeti. 

Or  take  this  one  as  an  example  of  what  the  critics  promise: 

43  Poetices,  V,  3.      44  Poetica  d'Aristotele,  p.  7. 

45  Poetices,  II,  42.  This  formula  is  not  original  with  Scaliger. 
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Topica  Poetica/Di  M.  Giovanni/Andrea  Gilio/Da  Fabriano./  Nella  quale 
con  BelPOrdine/Si  Dimostrano  Le  Parti  Principali,  che  debbono  havere 
tutti  quelli,  che  Poetar  disegnano./  E  Oltre  Di  Questo  Se  Insegna  a'  cono- 
scere,  II  Genere,  i  Luochi,  Topici,  &  con  bel  modo,  ancora  le  figure. 

These  examples  should  suffice  to  show  that,  living  in  an  authori- 
tarian age,  the  critics  do  not  attempt  an  actual  critical  examination, 
but  content  themselves  with  building  elaborate  structures  of  despotic 
laws  in  an  attempt  to  give  form  and  order  to  their  material. 

Very  illustrative  of  this  desire  to  give  form  to  everything  is  the 
large  number  of  literary  academies  which  spring  up  like  mushrooms 
at  this  period.  After  Provence,  Italy  was  the  first  in  the  modern  world 
to  have  academies.  The  Roman  academy  was  founded  by  Pomponius 
Laetus,  and  that  of  Naples  by  Antonio  Beccadelli.  Most  famous,  of 
course,  is  the  Platonic  Academy  at  Florence,  which  may  be  said  to 
have  been  founded  in  1462,  when  Marsilio  Ficino  began  holding 
seminars  in  his  villa  at  Careggi.46  Subsequent  academies  gave  them- 
selves up  to  the  study  of  language  and  literature  and  the  sciences, 
rather  than  philosophy.  The  sixteenth  century  saw  many  spring  up. 
In  Siena  alone,  it  is  estimated  some  sixty  existed.47  Fantastic  titles 
such  as  the  Informi,  Lunatici,  Trapassati,  Ardenti,  Incogniti  and  Estrava- 
ganti  are  the  outward  signs  of  a  sometimes  frivolous  pedantry  which 
characterizes  most  of  them.  Yet,  many  of  them  played  an  important 
role,  since  the  universities  gave  little  attention  to  literature.  One  of 
the  more  serious,  and  the  one  which  became  famous  throughout 
Europe  is  the  Accademia  della  crusca,  which  was  founded  at  Florence 
in  1582  for  the  purpose  of  purifying  and  sifting  the  Italian  language. 
Its  emblem  is  a  sieve  and  its  motto,  "II  piu  bel  fior  ne  coglie,"  ex- 
presses its  aim.  A  summary  of  the  character  of  the  membership  and 
temper  of  these  institutions  is  given  by  Claudesley  Brereton  in  an 
article  in  the  Encyclopaedia  Britannica  (14th  ed.): 

The  Italian  nobility,  excluded  as  they  mostly  were  from  politics,  and  living 
in  cities,  found  in  literature  a  consolation  and  a  career.  Such  Academies 
were  oligarchical  in  their  constitution;  they  encouraged  culture,  but  tended 
to  hamper  genius  and  extinguish  originality. 

Thus  the  academies  can  be  considered  a  contributing  part  of  the 

46  Kristeller,  The  Philosophy  of  Marsilio  Ficino,  p.  18. 

47  Fabiani,  Memoria  sopra  I'origine  ed  instituzione  delle  principali  accademie  di  Siena. 
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larger  whole  of  the  Renaissance  aristocracy  of  letters  from  which  our 
critics  spring  and  whose  ideals  penetrate  into  their  literary  criticism. 48 

Castelvetro 

Since  in  this  book  we  have  been  interested  in  tracing  certain  critical 
ideas,  we  have  jumped  from  critic  to  critic,  seldom  taking  time  to 
pay  our  respects  to  a  critic  as  an  individual  with  a  personality  and 
personal  ideas.  For  the  most  part,  we  have  not  been  unfair,  since 
during  this  time  originality  in  literary  criticism  was  neither  aimed 
at  nor  attained.  We  cannot,  however,  fail  to  give  individual  attention 
to  Lodovico  Castelvetro,  not  merely  because  his  daring  originality 
deserves  it,  but  because  our  summary  of  the  conceptions  held  about 
the  poet,  the  purpose  of  poetry,  and  so  forth,  is  contradicted  again 
and  again  by  this  critic. 

Castelvetro' s  commentary  on  the  Poetics — La  Poetica  d'Aristotele — 
appeared  first  in  1570,  one  year  before  his  death.  Before  it  appeared, 
the  most  important  critical  treatises  of  the  sixteenth  century,  those 
of  Vida,  Trissino,  Daniello,  Bembo,  Minturno,  Giraldi  Cinthio,  and 
Scaliger,  were  already  in  print.  Tasso  is  the  only  really  important 
sixteenth-century  critic  who  was  published  later  than  Castelvetro. 
When  Castelvetro  wrote  his  book,  then,  the  main  lines  of  criticism 
had  been  drawn  up.  Thus,  he  is  important  as  not  only  one  of  the  last 
of  the  great  critics  of  the  age  but  also  the  one  who  rejected  many  of 
the  accepted  critical  dicta  of  his  contemporaries. 

Generally  accepted,  we  remember,  is  the  theory  that  the  poet  is 
the  aristocrat  of  the  aristocrats,  set  aside  from  ordinary  mortals  and 
divinely  inspired.  Castelvetro  treats  this  opinion  with  contempt  and 
doubts  that  even  Plato  held  it  seriously: 

quella  opinione,  che  alcuni  attribuiscono  a  Platone,  che  la  poesia  sia  infusa 
negli  huomini  per  fuorore  divino.  La  quale  opinione  ha  havuta  origine,  & 
nascimento  dalP  ignoranza  del  vulgo,  &  e  stata  accresciuta,  e  favorata  dalla 
vanagloria  de'  poeti  per  queste  ragioni,  &  in  questa  guisa.49 

That  poetry  has  a  moral  function  is  another  one  of  the  main  critical 

48  An  extended  study  of  one  academy  and  its  influence  may  be  found  in  Arnaldo  della 
Torre's  Storia  dell'  Accademia  Platonica  di  Firenze. 

49  Poetica  d'Aristotele,  p.  65.  Modern  critical  opinion  supports  Castelvetro  here.  Scott- 
James,  in  The  Making  of  Literature,  is  convinced  that  the  famous  passage  in  Ion  is  merely 
an  ironic  exposition  of  the  traditional  view  (sec  pp.  37  ff.). 


78  ITALY 

beliefs  of  this  time.  Most  of  the  critics  added  a  "and  to  delight"  after 
"to  instruct,"  but  Castelvetro  denies  that  poetry  has  anything  to  do 
with  either  morals  or  truth.  Science  and  history  seek  truth,  but  the 
end  of  poetry  is,  purely  and  simply,  pleasure.  The  aim  of  poetry  is, 
says  Castelvetro,  "&  di  porgere  per  rassomiglianza  diletto  agli  ascol- 
tatori  lasciando  il  trovamento  della  verita  nascosa  delle  cose  naturali, 
o  accidentali  al  philosopho,  &  all'  artista  con  la  lora  propria  via  di 
dilettare  molto  lontana  da  quella  del  poeta,  o  del  giovare."50  He  con- 
tends that  those  who  attempt  to  make  utility  an  end  of  poetry  are 
opposing  themselves  to  the  authority  of  Aristotle  "il  quale  qui  e  al- 
trove  non  par,  che  le  assegni  altro  che  diletto."  The  author  of  La 
Poetica  a" Aristotele  never  loses  sight  of  the  audience.  No  matter  what 
the  formal  rules  of  art  may  be,  the  artist  is  justified  in  changing  them 
if  he  thereby  delights  the  spectators. 

Perche  nel  formare  la  favola  non  dobbiamo  noi  havere  niuno  riguardo  a 
principio,  a  mezzo,  o  a  fine  dell'attione,  con  la  quale  si  forma  la  favola,  ma 
dobbiamo,  propostaci  una  attione,  o  una  parte,  o  una  particella  d'una 
attione  maggiore,  diligentemente  considerare,  se  e  atta  ad  operare  quello, 
che  noi  cherchiamo,  cio  e  diletto  negli  uditori  per  narratione  di  caso  fortunoso 
possibile  ad  avenire,  &  non  mai  avenuto.51 

Similarly,  he  rates  the  tragedy  above  the  epic  because  it  delights 
the  spectators  more.  All  his  judgments  are  based  on  his  belief  that 
"il  fine  della  poetica  riguarda  il  diletto  simplice,  e  la  ricreatione  degli 
ascoltanti."52  De  Nores  and  other  critics  make  the  poet  a  citizen  first 
and  a  poet  second.  Castelvetro  protests  against  this  position  and  de- 
clares that  poetry  has  nothing  to  do  with  politics.  He  does  not  deny 
the  state  the  right  to  forbid  a  play  or  the  reading  of  a  poem  once  it 
has  already  been  produced,  but  he  does  deny  it  the  right  to  dictate 
the  form  and  the  content.53 

These  departures  from  accepted  critical  tenets  are  puzzling,  until 

60  Ibid.,  p.  29.     61  Ibid.,  p.  158.     62  Ibid.,  p.  592. 

63  Hora  la  dirittura  del  reggimento  delle  citta  consiste  in  rimuovere  da  loro  il  nocumento 
di  fuori,  e'l  nocumento  dentro,  &  in  fare,  che  i  cittadini  habbiano  di  fuori  pace,  &  dentro 
concordia  con  tutte  le  cose  necessarie  alia  vita  lieta,  costumata,  e  honorevole.  Ma  la 
dirittura  della  poetica  consiste  in  rassomigliare  con  parole  harmonizzanti  una  attione 
humana  possibile  ad  avenire,  dilettevole  per  la  novita  dell'  accidente.  Anchora  il  fine  del 
reggimento  della  citta  e  diverso  da  fine  della  poetica.  Perciocche  il  fine  del  reggimento 
della  citta  riguarda  al  vivere  concordevole  insieme  per  maggiore  agio,  &  utile  del  corpo, 
&  dell'  animo,  e  '1  fine  della  poetica  riguarda  il  diletto  simplice,  &  la  ricreatione  degli 
ascoltanti."  Poetica  d'Aristotele,  p.  592. 
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we  discover  that  for  Castelvetro  the  audience  is,  not  the  select  aristo- 
cratic audience  that  the  other  critics  desire,  but  the  mob,  the  "molti- 
tudine  rozza."  When  he  declares  that  pleasure  is  the  end  of  art,  he 
means  the  pleasure  of  the  ignorant  crowd  in  the  street.  He  considers 
only  those  forms  of  poetry  which  are  read  or  performed  in  the  city 
squares,  that  is,  tragedy,  comedy,  and  epic.  And  since  these  poetic 
forms  are  publicly  performed,  "seguita  di  necessita,  che  habbiano  il 
commune  popolo  per  veditore  e  per  ascoltare."54  Thus,  not  only  has 
poetry  now  to  please  its  audience,  since  the  end  of  poetry  is  to  please, 
but  it  actually  was  begun  for  the  delight  of  the  people:  "la  poesia  fu 
trovata  per  diletto  dell  a  moltitudine  ignorante,  &  del  popolo  com- 
mune, &  non  per  diletto  degli  scientiati.55  What  a  far  cry  is  this  from 
the  usual  conception  that  the  audience  for  poetry  is  composed  of  a 
select,  highly-learned  aristocracy.  Nowhere  more  than  in  Italy,  at 
this  time,  are  learning  and  aristocracy  more  closely  identified.  So  we 
can  feel  in  Castelvetro' s  theory  that  poetry  is  for  the  mob,  the  violent 
reaction  of  a  sensitive  man  against  the  error  of  his  times.56  Castel- 
vetro protests  against  the  identification  of  learning  and  poetry,  but 
demands  poetry  "che  seguita  il  commune  parere  del  popolo."57  He 
explains  that  if  science  is  allowed  into  poetry,  the  presumption  would 
be  that  it  is  intended  for  a  select  audience.  But  we  know,  he  says,  it 
is  for  the  masses: 

Laonde  se  concedessimo,  che  la  materia  delle  scienze,  &  dell'  arti  potesse 
essere  soggetto  della  poesia,  concederemmo  anchora,  che  la  poesia  o  non 
fosse  stata  trovata  per  dilettare,  o  non  fosse  stata  trovata  per  le  genti  grosse, 
ma  per  insegnare,  &  per  le  persone  assottigliate  nelle  lettere,  &  nelle  dispute, 
il  che  anchora  si  conoscera  essere  falso  per  quello,  che  si  provera  procedendo 
oltre.58 

If  the  poet  introduces  any  ideas  about  religion  or  other  matters, 
he  should  not  go  beyond  the  opinion  of  the  people  and  he  should 
regulate  his  poems  according  to  these  opinions.59  Certainly  this  is  a 
philosophy  which  would  find  an  echo  in  the  breasts  of  the  American 
movie  producers  of  today.  Nothing  could  more  directly  contradict 
the  idea  that  poetry  should  teach,  and  Castelvetro  is  well  aware  that 
he  is  going  against  the  opinion  of  his  fellow  critics.  Even  so  brave  a 
spirit  as  Castelvetro,   however,   does  not  like  to  stand  completely 

64  Ibid.,  p.  22.     55  Ibid.,  p.  679.     66  Charlton,  Castelvetro 's  Theory  of  Poetry,  p.  182. 
67  Poetica  cTAristotele,  p.  36.     68  Ibid.,  p.  30.     69  Ibid.,  p.  561. 
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without  a  comrade  in  arms  after  taking  so  perilous  a  position.  So 
Aristotle  is  dragged  (rather  forcibly)  to  his  support: 

Hora  sono  stati  mold  ne  tempi  passati,  e  sono  molti  anchora  ne  tempi  pre- 
senti  forniti  di  molte  lettere,  e  chiari  per  fama,  li  quali  portano  opinione, 
che  il  poeta  debba  essere  ottimamente  insegnato  di  tutte  le  scienza,  e  di 
tutte  l'arti,  e  che  senza  piena  conoscenza  d'esse  egli  non  possa  essere  vera- 
mente  poeta.  Dal  parere  de  quali,  Aristotele,  quanto  possiamo  ritrarre  dalle 
parole  scritte  qui  da  lui,  e  molto  lontano.  Percioche,  se  egli  vuole,  che  altra 
sia  la  dirittura  della  poetica,  e  altra  la  dirittura  di  ciascuna  altra  arte,  et 
appresso  vuole,  che  altro  sia  il  torto,  e'l  peccato  della  poetica,  e  altro  il  torto, 
e'l  peccato  di  ciascuna  altra  parte,  e  che  percio  la  poetica  debba  andare 
impunita  de  peccati  commessi  nell'altre  arti,  seguita,  che  egli  credesse,  che 
la  poesia  possa  essere  lodevole,  e  perfetta  senza  la  notitia  isquisita,  o  anchora 
mezzana  delle  scienze,  o  dell'arti.60 

That  this  is  the  reasoned  opinion  of  Gastelvetro,  not  merely  an 
emotional  protest,  is  witnessed  by  the  fact  that  he  really  builds  his 
poetic  theory  on  the  tastes  of  the  people.  He  realizes  that  to  the  mob 
the  idea  of  the  difficulty  overcome  is  the  sign  of  art.  The  mob  feels 
that  a  given  work  of  art  is  "good"  because  its  execution  was  obviously 
difficult.  So  Castelvetro  makes  this  one  of  the  criterions  of  poetry. 
He  rejects  the  popular  idea  of  imitation  from  the  ancients,  since  to 
copy  from  another  poet  does  not  involve  any  labor  and  therefore 
lacks  the  difficulty  overcome.  He  finds  the  basis  of  artistic  pleasure 
in  the  marvellous,  "la  maraviglia,"  since  this  is  obviously  what  most 
pleases  the  people  in  tragedy  and  epic. 

In  other  words,  Castelvetro's  theory  is  the  complete  negation  of 
the  aristocratic  purpose  and  function  of  poetry  that  we  have  examined 
earlier.  How  can  one  explain  it?  Do  we  have  here  a  democrat  born 
in  an  aristocratic  age?  Certainly  his  birth  does  not  throw  light  on 
this  problem.  He  was  born  of  a  noble  family  and  educated  according 
to  the  same  humanistic  standards  as  were  the  critics  he  so  disagrees 
with.  No,  it  would  be  difficult  to  think  of  this  "Count  Hereditary" 
and  friend  of  princes  as  an  equalitarian,  and  yet,  certainly,  the  lit- 
erary critic  in  Castelvetro  reacts  against  the  aristocratic  prejudices  of 
the  age  parading  as  literary  criticism.  Consequently,  he  attempts  to 
be  "realistic,"  with  the  result  that  he  accepts  the  mob  as  the  audience 
of  the  poet,  since,  he  believes,  it  has  always  been  and  will  always  be. 

60  Ibid.,  p.  591. 
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By  doing  this  Castelvetro  shows  that  his  mind  is  one  of  those  excep- 
tional ones  able  to  throw  off  the  prejudices  of  his  age  and  class  to  a 
remarkable  degree.  But  this  is  not  to  say  that  he  thinks  in  equali- 
tarian  terms.  The  French  Revolution  is  more  than  two  hundred 
years  in  the  future.  A  man  is  not  a  democrat  who  looks  upon  the 
people  as  the  "moltitudine  rozza."  In  fact,  in  this  respect  Castel- 
vetro's  attitude  is  essentially  aristocratic;  but,  v/hen  he  makes  this 
mob  the  touch-stone  of  his  aesthetics,  one  is  filled  with  admiration 
for  his  freedom  from  the  social  preconception  of  his  fellow  critics. 
Castelvetro,  in  an  aristocratic  age,  attempts  to  find  a  nonaristocratic 
basis  for  his  judgments,  and  certainly  that  is  a  great  thing  in  itself. 
Finally,  his  very  existence  and  the  fact  that  his  critical  protest  was 
written  throw  into  strong  relief  the  aristocratic  content  of  the  criticism 
of  his  fellow  critics.61 

61  Moliere's  habit  of  reading  his  comedies  to  his  landlady  and  regarding  unsophisticated 
hearers  as  the  final  touchstone  of  his  work  is  parallel.  Or  perhaps  Castelvetro  was  simply 
disillusioned  like  Montaigne,  who  wrote:  "J'ay  veu  en  mon  temps  cent  artisans,  cent 
aboureurs,  plus  sages  et  plus  heureux  que  des  recteurs  de  Puniversite,  et  lesquels  j'aimerois 
mieux  ressembler."  Apologie  de  Raimond  Sebond,  in  his  Essais,  ed.  by  Jean  Plattard,  II,  225. 


8§S 
atii 

^*^ 

France 
THE  FIGHT  FOR  THE  VERNACULAR 

HE  fight  for  the  vulgar  tongue  in  France,  though  out- 
wardly very  similar  in  many  points  to  the  Italian,  since 
the  French  critics  leaned  heavily  on  the  work  done  by 
the  Italian  defenders,  differed  according  to  the  differ- 
ences in  the  social  structures  of  the  two  countries.  So, 
we  find  the  upholders  of  the  French  language  both  introducing  new 
arguments  and,  more  frequently,  using  the  Italian  arguments  with  a 
different  emphasis  and  with  a  different  content.  The  arguments  of 
Du  Bellay  are,  for  instance,  nearer  to  those  of  Dante,  in  many  ways, 
than  to  the  contemporary  Italian  critics  from  whom  the  Pleiade  bor- 
rowed. How  dissimilar  were  the  social  developments  of  France  and 
of  Italy  is  easily  shown. 

Slowly,  from  the  fourteenth  century  to  the  sixteenth,  trade  capital 
was  transforming  the  old  natural  economy  of  France  and  rendering 
the  political  system  of  feudalism  superfluous.  The  victory  of  absolutism 
became  an  economic  necessity.  Rallying  around  her  kings,  France 
finally  drove  the  English  off  her  soil  and  under  Louis  XI  overthrew 
most  of  the  obstacles  that  feudalism  opposed  to  the  unity  of  the 
kingdom,  while  the  boundaries  of  the  country  were  extended  to  the 
Jura,  the  Alps,  and  the  Pyrenees.  In  this  campaign  against  the  feudal 
lords  the  king  relied  for  support  upon  the  commercial  classes  in  the 
cities. 

In  the  reign  of  Francis  I  the  social  composition  of  France  was  not 
simple.  Nothing  comparable  to  the  splitting  of  the  nation  into  two 
major  camps,  as  witnessed  in  1789,  was  seen  at  this  time.  Nobility, 
clergy,  middle  classes,  plebeians,  and  peasants  formed  a  highly  com- 
plicated mass,  with  the  most  varied  requirements  crossing  each  other 
in  different  directions.  As  the  middle  classes  gained  in  importance, 
the  old  nobility  declined.  Not  only  did  they  lose  their  political  power 
but  also  the  new  monetary  revolution  undermined  their  economic 
security.  The  result  was  the  rise  of  a  new  nobility,  composed  of  men 
of  commercial  extraction  who  had  bought  estates.  For  many  of  the 
old  nobility  there  was  but  one  way  of  escape,  and  that  was  by  accept- 
ing royal  pay  or  royal  charity,  which  was  provided  in  return  for  at- 
tendance on  the  king's  household.  For  France,  this  meant  "the  meta- 
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morphosis  of  an  independent  feudal  aristocracy  into  a  subservient 
court  noblesse."  ' 

The  French  language  shared  in  the  victory  of  absolutism.  During 
the  wars  of  the  fourteenth  and  fifteenth  centuries  French  seemed  on 
the  point  of  disappearing — the  language  that  had  been  the  most  ad- 
mired in  Europe,  praised  by  Brunetto  Latini,  Martino  da  Canale, 
by  Dante,  himself,  who  gave  to  Chrestien  de  Troyes  the  honor  of 
having  put  France  in  the  first  place  among  nations  for  narrative 
poetry.2 

The  monarchs  of  France  became  gradually  aware  that  the  vulgar 
tongue  was  a  powerful  means  of  unifying  the  realm  and  increasing 
the  prestige  of  the  king  both  at  home  and  abroad. 3  The  language  of 
the  Isle  de  France,  Francien,  rapidly  drove  the  other  dialects  out  of 
literature,  gaining  victory  over  even  so  powerful  a  rival  as  the  langue 
d'oc.  Not  only  in  letters  but  also  in  the  royal  administration  itself 
French  triumphed  over  Latin.  In  the  Ordonnances  of  Villers-Cot- 
terets  (1539)  French  was  recognized  as  the  official  language  to  be 
used  in  courts  of  law  and  legal  contracts  both  public  and  private.4 

During  the  Middle  Ages  and  extending  into  the  Renaissance  the 
church  was  the  most  general  force  ^co-ordinating  and  sanctioning 
feudal  domination.  To  men  trained  to  think  in  theological  terms, 
revolutionary  and  political  doctrines  became  theological  heresies.  In 
order  to  attack  the  existing  social  order,  one  had  first  to  strip  it  of  the 
air  of  sanctity  that  surrounded  it.  The  rise  of  the  middle  class,  in 
France  as  well  as  in  England,  meant  the  rise  of  Protestantism.  The 
close  connection  between  the  commercial  classes  and  the  reformed 
religion  has  been  amply  demonstrated.5  The  new  monarchy  of  Louis 
XI  and  Francis  I  was  but  a  temporary  balance  between  these  con- 
flicting political  and  social  forces.  The  Wars  of  Religion  marked  the 
transition  from  the  old  collectivist  internationalism  represented  by 
the  feudal  lords  of  the  Catholic  League,  by  Philip  II  and  the  Duke  of 
Guise,  to  a  national  unity  supported  by  those  elements  who  had 
most  to  gain  from  internal  peace  and  unity. 

The  fight  for  the  mother  tongue  was  intimately  connected  with 

1  Bridge,  A  History  of  France,  V,  290. 

2  Petit  de  Julleville,  Histoire  de  la  langue  et  de  la  litter ature  francaise,  II,  511. 

3  Tracconaglia,  Quelques  observations  sur  Vorigine  et  le  developpement  des  theories  italiennes,  p.  44. 

4  Ewert,  The  French  Language,  p.  1 1 . 

5  Weber,  The  Protestant  Ethic  and  the  Spirit  of  Capitalism. 
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this  Protestant  movement.  The  invention  of  the  printing  press  gave 
the  dissident  element  a  greater  chance  to  be  heard.  The  demand  that 
the  Bible  be  allowed  to  circulate  in  the  vulgar  tongue  so  that  each 
person  could  read  it  for  himself  was  a  revolutionary  attack  on  the 
Roman  Catholic  hierarchy;  for  it  inevitably  meant  that  the  interpre- 
tation would  be  taken  out  of  the  hands  of  the  learned  doctors  of  the 
Sorbonne  and  put  in  the  power  of  anyone  who  could  read  French. 
One  knows  the  effect  of  Luther's  Bible  in  Germany,  and  in  France 
the  result  of  the  Scriptures  in  French  was  almost  as  important  for 
that  language. 

On  the  eighth  of  June,  1523,  appeared  the  New  Testament  trans- 
lated into  French  by  Lefevre  d'Etaples  in  order  that  "les  simples 
membres  du  corps  de  Jesus-Christ,  ayant  ce  en  leur  langue,  puissent 
estre  aussi  certains  de  la  verite  evangelique  comme  ceulx  qui  l'ont 
en  latin."  Lefevre  defends  his  purpose  in  the  Preface.  He  complains 
against  you  "docteurs  de  la  loy,  qui  avez  oste  la  clef  de  science;  vous 
n'y  estes  point  entrez  et  avez  empesche  ceulx  qui  y  entroyent.  .  .  .  Et 
comment  prescheront-ilz  a  garder  toute  chose  que  Jesus-Christ  a 
commande:  se  ilz  ne  veulent  point  que  le  simple  peuple  voye  et  lise 
en  sa  langue  l'evangile  de  Dieu?" 

The  faculty  of  the  Sorbonne  was  quick  to  see  the  danger  to  the 
established  order,  and  in  August  of  the  same  year  that  Lefevre's  work 
appeared  declared  that  it  was  necessary  to  forbid  such  translations. 
In  1525  the  masters  assembled  again  and  declared  that  after  long 
consideration  they  considered  such  writings  neither  expedient  nor 
useful  to  the  Christian  republic  and  not  only  should  no  more  such 
works  be  authorized  but  also  those  already  in  existence  should  be 
suppressed.6  As  a  result  of  this,  Parliament  cited  Lefevre  and  others 
to  appear  before  the  commissioners  of  the  pope.  The  Protestants  sang: 

Est-ce  bien  faict  qu'un  Prince  ne  consente 
Les  faictz  du  Christ  estre  a  tous  relatez 
Et  en  commun  langage  translatez?7 

Aside  from  the  theological  arguments  that  the  doctors  of  the  Sorbonne 
advanced  against  the  Scriptures  in  the  vulgar  tongue  it  was  asserted 

6  Brunot,  Histoire  de  la  langue  francaise,  II,  18-22. 

7  Beaul,  "Contre  Francois  Ier,"  quoted  by  Brunot,  Histoire  de  la  langue  jranqaise,  II,  23. 
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that  French  was  not  stable  or  rich  enough  to  be  used  as  the  language 
of  the  Bible. 8 

An  important  victory  was  won  for  the  French  language  when,  in 
1540,  Calvin  published  his  Institution  de  la  religion  chretienne  in  a  French 
translation.  The  Protestants  took  up  the  vulgar  tongue  with  enthusi- 
asm, and  their  Roman  Catholic  adversaries  were  forced  to  adopt  it, 
also,  in  order  to  answer  them.  Nevertheless,  the  Catholic  Church 
fought  against  the  language,  and  though  it  made  certain  concessions 
in  the  realm  of  devotional  literature,  it  did  not  see  fit  to  include  the 
Scriptures  in  this  class. 

The  French  defenders  of  the  vulgar  tongue  among  the  literary 
critics,  the  writers  in  whom  we  are  most  interested,  were  motivated 
by  patriotic  ideals.  The  idea  of  a  national  tongue  grew  and  expanded 
as  the  material  basis  for  this  idea,  the  national  state,  was  consolidated. 
Latin  was  the  international  language  of  an  internationalist  feudalism, 
and  its  fate  was  bound  up  with  the  institutions,  the  church,  and  the 
learned  professions,  which  wished  to  preserve  the  old  order  of  things. 
Yet,  at  the  same  time,  the  study  of  the  ancient  tongues  by  the  human- 
ists was  a  progressive  cultural  force  widening  the  scope  of  man's  ideas 
and  introducing  him  to  a  rational  ideal  which  was  destructive  to  the 
old  science.  So,  the  French  critics  were  careful  not  to  attack  this  valid 
study  of  the  ancient  tongues,  but  they  protested  against  their  exten- 
sion into  the  realm  of  contemporary  literature. 

The  position  of  the  enlightened  humanists  deserves  mention.  They 
occupied  a  somewhat  medial  position.  The  case  of  Erasmus  is  in- 
structive. Liberal  that  he  was,  he  was  anxious  for  the  Scriptures  to 
be  translated  into  the  vulgar  tongue  and  declared  that  the  day  would 
be  a  glorious  one  for  the  cross  when  the  peasant  walking  by  his  cart 
could  sing  a  psalm  in  his  own  language.  Yet  his  own  writings,  though 
in  a  style  in  conscious  opposition  to  strict  Ciceronianism,  tended  to 
buttress  the  ancient  tongue.  When  the  Great  Elector  Frederick  the 
Wise  desired  Erasmus  to  speak  Flemish,  his  native  tongue,  the  human- 
ist awkwardly  excused  himself,  declaring  that  he  could  express  him- 
self in  Latin  only.  So,  though  in  spirit  the  liberal  humanists  were  with 
the  movement  which  resulted  in  the  re-establishment  of  the  vulgar, 

8  Rotier,  De  non  vertenda  Scriptura  Sacra  in  vulgarem  linguam.  "Lingua  enim  vernacula  et 
popularis  ieiuna  est  et  inops,"  p.  52. 
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their  practice  was  against  it.  The  prestige  of  the  great  humanists  was 
a  hindrance  to  the  establishment  of  the  vernacular.  It  is  not  sur- 
prising, then,  that  the  conversion  of  Etienne  Dolet  to  the  side  of 
French  was  an  occasion  for  great  rejoicing.  Dolet's  La  Manure  de  bien 
traduire  d'une  langue  en  autre  (1540),  with  a  dedication  defending  the 
use  of  French,  was  a  sign  that  no  opposition  needed  to  exist  between 
humanism  and  the  defense  of  the  vulgar.  Nevertheless,  the  danger 
from  the  Latinists  seemed  very  great  to  the  men  of  the  day. 

Pushed  by  these  two  forces,  ecclesiastical  and  humanistic,  the  Latin 
language  seemed  to  be  about  to  impose  itself  in  place  of  the  language 
which,  centuries  ago,  it  had  given  birth  to. 9  Education  was  conceived 
of  as  the  mastering  of  Latin,  and  Montaigne's  remarks  about  his 
education  are  illustrative: 

L'expedient  que  mon  pere  y  trouva,  ce  fut  que,  en  nourrice  et  avant  le 
premier  desnouement  de  ma  langue,  il  me  donna  en  charge  a  un  Allemand, 
qui  depuis  est  mort  fameux  medecin  en  France,  du  tout  ignorant  de  nostre 
langue,  et  tresbien  verse  en  la  Latine.  .  .  .  Somme,  nous  nous  latinizames 
tant  qu'il  en  regorgea  jusques  a  nos  villages  tout  autour,  ou  il  y  a  encore,  et 
ont  pris  pied  par  l'usage  plusieurs  appellations  Latines  d'artisans  et  d'utils. 10 

At  Paris  the  students  not  only  spoke  among  themselves  in  Latin 
but  also  conversed  in  that  language  even  with  the  merchants  with 
whom  they  dealt.  In  1537  a  merchant  who  had  dealings  with  the 
university  was  brought  on  trial  before  the  Parliament  because  he  had 
answered  to  a  reproach  in  Latin  for  the  lateness  of  his  deliveries  with 
"Parlez  francais,  je  vous  reponderai."  u  For  further  witness  of  the 
dominance  of  Latin  in  education  we  can  look  at  this  passage  from 
the  Colloques  of  Mathurin  Cordier: 

"Quel  age  a  votre  frere  ?" — "Cinq  ans." — "Et  il  sait  deja  le  latin  ?" — 
"Oui,  nous  avons  chez  nous  un  maitre  qui  ne  nous  dit  rien  en  francais.  Et 
meme  nous  n'osons  parler  a  notre  pere  qu'en  latin.  Ainsi  faisons-nous  aux 
valets." — "Ne  parlez-vous  done  jamais  francais?"  "Seulement  avec  notre 
mere,  et  cela  a  une  certaine  heure,  quand  elle  nous  fait  appeler."12 

Brunot  says  of  the  tradition:  "Latine  loqui  pie  vivere,  e'etait  un  pro- 
gramme de  vie:  la  piete  ouvrait  le  ciel,  le  latin  assurait  Pentree  des 

9  Tracconaglia,  Quelques  observations,  p.  20. 

10  Montaigne,  Essais,  I,  26,  pp.  280-281.      n  Maison,  Erasme,  pp.  30-31. 
12  Mathurin  Cordier,  quoted  by  Maison  in  Erasme,  p.  31. 
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sciences  divines  et  humaines;  il  donnait  commerce  avec  tout  ce  qu'il 
y  a  de  bien,  de  sage  et  de  noble  sur  la  terre."13 

The  professions  were  closed  to  those  who  spoke  only  French. 
Called  upon  to  examine  the  claims  of  a  certain  medical  practitioner, 
the  six  delegates  of  the  Faculty  of  Paris  refused  to  discuss  the  theories 
which  were  given  in  French  and  decided  a  priori  that  a  man  who 
did  not  know  Latin  was  incapable  of  healing.14 

An  appreciation  of  the  extent  and  prevalence  of  this  kind  of  oppo- 
sition in  every  field  of  learning  is  necessary  in  order  to  comprehend 
the  seriousness  with  which  the  French  literary  men  of  the  sixteenth 
century  undertook  the  defense  of  their  language.  It  is  noticeable  that 
their  arguments  stand,  not  on  any  abstract  aesthetic  principle,  but 
on  a  strong  sense  of  national  pride.  Even  the  vocabulary  used  has 
political  connotations.  Speaking  of  the  latinizers,  Ronsard  says, 
"c'est  un  crime  de  leze  majeste  d'abandonner  le  langage  de  son  pays, 
vivant  et  florissant,  pour  vouloir  deterrer  je  ne  sgay  quelle  cendre 
des  anciens."15  Du  Bellay  adds  that  defense  of  one's  language  is  as 
natural  as  the  defense  of  one's  country:  .  .  .  "la  mesme  loy  naturelle, 
qui  commande  a  chacun  defendre  le  lieu  de  sa  naissance,  nous  oblige 
aussi  de  garder  la  dignite  de  notre  langue."16 

To  the  erudites  who  complained  that  French  was  not  elegant  or 
good  enough  for  their  purpose  the  defenders  answered  by  claiming 
the  superiority  of  French  over  the  other  languages.  Although  our 
knowledge  of  its  later  development  inclines  us  to  sympathize  with  the 
claim  made  for  French,  they  were  exceedingly  extravagant  for  the 
state  of  the  language  at  that  time.  More  patriotism  than  critical 
judgment  was  apparent. 

Geoffrey  Tory,  in  1529,  affirms  that  neither  Ennius  or  Plautus  had 
material  so  rich  to  work  with.  "Notre  langue,"  he  says,  "est  une  des 
plus  belles  et  gracieuses  de  toutes  les  langues  humaines."  17  Here,  as 
we  shall  again  and  again,  we  hear  echoes  of  the  Italian  apologies. 

It  is  the  height  of  folly  to  use  Latin  or  Greek  when  French  is 
equally  as  good,  exclaims  another  critic:  "Et  en  ce  la  nostre  vulgaire 
me  semble  bien  avoir  autant  de  grace  en  beaucoup  de  choses  que  la 

13  Brunot,  Histoire  de  la  langue  franqaise,  II,  "J. 

14  Ibid.,  p.  10. 

15  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  ed.  Laumonier,  VII,  97. 

16  La  Defense  et  illustration  de  la  langue  franqaise,  ed.  Chamard,  p.  319.  All  quotations  from 
the  Defense  are  from  this  edition.      17  Tory,  Champfkury,  f.  <2\x. 
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Latine  ou  Grecque,  et  ne  fusse  qu'en  ses  paroles  assemblies  avec  la 
plus  grande  doulceur  de  voielles  et  consonnantes  que  la  mesme  la- 
tine."18  Furthermore,  he  continues,  our  language  is  capable  of  pro- 
ducing a  literature  as  great  as  that  produced  by  the  Greeks  and  the 
Romans. 

To  assert  the  equality  of  French  to  the  ancient  tongues  satisfied 
national  pride,  but  when  comparisons  were  drawn  with  other  vulgar 
tongues,  equality  was  not  enough — nothing  but  the  bold  claim  of 
superiority  would  do.  Explaining  the  title  of  his  book  La  Precellence 
du  langage  francois  (1579),  Estienne  declares:  "nostre  langue  Frangoise 
surmonte  toutes  les  vulgaires,  et  pourtant  merite  le  titre  de  precel- 
lence." 19  This  critic  gives  credit  to  the  other  vulgars  only  in  order  to 
make  the  superiority  of  the  French  more  admirable.  Speaking  of  the 
richness  of  French,  he  says: 

Laquelle  richesse  estant  de  diverses  sortes,  je  sgay  bien  qu'on  me  pourra 
repliquer,  comme  touchant  les  precedentes,  que  les  autres  langues  vulgaires 
y  ont  aussi  leur  part.  Ceci  ne  nieray-je  point:  mais  en  adjoustant  que  .  .  . 
elles  y  ont  bien  petite  part,  a  comparaison  de  la  nostre.20 

Of  the  language  of  Dante,  Boccaccio  and  Ariosto,  Estienne  says: 
"Combien  est  viril  le  son  de  ces  paroles  Francoises,  et  combien  est 
mol  celuy  des  Italiennes,  a  comparaison."21 

The  critics  realized  clearly  that  a  national  language  was  essential 
to  the  unity  of  the  country  and  that  it  was  the  business  of  kings  to 
further  the  influence  of  their  language.  Ronsard  points  out  that  if  in 
France  there  were  still  powerful  dukes  of  Burgundy,  of  Picardy,  of 
Normandy,  of  Brittany,  of  Champagne,  of  Gascony,  they  would  de- 
sire, for  the  honor  of  their  grandeur,  that  their  subjects  should  write 
in  the  tongue  of  their  native  country.  For,  he  reminds  his  readers, 
princes  should  not  be  less  careful  to  extend  their  languages  among 
all  nations  than  to  enlarge  the  boundaries  of  their  empires.22 

The  spirit  of  nationalism  in  the  reign  of  the  national  kings  made 
Frenchmen  feel  that,  regardless  of  class  differences,  they  were  of  one 
race  as  opposed  to  the  other  nationalities.  Among  the  critics  there 
was  a  feeling  that  even  the  common  people  of  France  should  have 

18  De  Beaune,  Discours  comme  une  langue  vulgaire  se pent perpetuer  (1548);  quoted  by  Brunot, 
in  Histoire  de  la  langue  francaise,  II,  80. 

19  La  Precellence  du  langage  francois,  p.  10.     20  Ibid.,  p.  253.     21  Ibid.,  p.  64. 
22  Abbrege  de  I' art  poetique  francois,  in  his  CEuvres,  Vol.  VII. 
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the  opportunity  of  tasting  the  wisdom  of  the  past  and  present.  Geoffrey 
Tory  says  that  he  hopes  by  his  arguments  for  the  vulgar  tongue  to 
convince  the  learned  that  "avec  les  gens  de  bonnes  lettres  le  peuple 
commun  puisse  user  des  livres."23  Tory  was  very  sincere  in  this  be- 
cause, as  he  tells  us,  he  was  himself  "de  petitz  et  humbles  parens."24 
Although  the  critics  we  have  been  discussing  spent  a  great  deal  of 
time  defending  their  language  against  attacks,  by  the  time  of  the 
publication  of  Du  Bellay's  Defense  et  illustration  (1549)  the  need  of 
defending  the  language  was  not  as  urgent  as  the  need  of  enriching 
it.25  It  is  amusing  to  find  side  by  side  boasts  that  French  is  the  finest 
language  in  the  world  and  pleas  for  men-of-good-will  to  help  improve 
it.  For,  in  spite  of  the  nationalistic  fulminations,  the  men  who  were 
writing  in  sixteenth-century  French  knew  only  too  well  the  weak- 
nesses of  their  medium.  Most  of  the  critics  felt  deep  in  their  hearts 
the  superiority  of  the  polished  Italian  vulgar  but  were  loath  to  admit 
it.  At  any  rate,  there  was  no  question  what  the  Italians  thought. 
They  openly  scorned  the  French.  Du  Bellay  writes  of  this: 

Certes,  j'ay  grand'honte,  que  je  voy'  le  peu  d'estime  que  font  les  Italiens  de 
nostre  poesie  en  comparaison  de  la  leur:  et  ne  le  treuve  beaucoup  etrange, 
quand  je  considere  que  volontiers  ceulx  qui  ecrivent  en  la  langue  toscane 
sont  tous  personnaiges  de  grand'  erudition.26 

In  expressing  his  shame,  Du  Bellay  also  hints  at  what  he  considers 
the  solution.  The  Italian  language  is  great  because  it  is  written  by 
persons  of  "grand'  erudition."  If  only  our  learned  men  would  take 
the  trouble  that  the  Italian  savants  have  taken,  Frenchmen  would 
no  longer  need  to  blush  for  their  language. 

The  men  of  letters  who  would  come  to  the  aid  of  their  national 
tongue  would  not  only  be  performing  a  patriotic  deed  of  the  utmost 
importance,  but  would  gain  eternal  glory  thereby  from  their  grateful 
countrymen.  Ronsard  asked  who  were  "les  premiers  qui  oserent 
abandonner  la  langue  des  anciens  Grecs  &  Romains  pour  honorer 
celle  de  leur  pays,"  for  he  considered  them  to  have  been  "bons  enfans 
et  non  ingrats  citoyens,"  that  they  were  "dignes  d'estre  couronnez 
sur  une  statue  publique,"  and  that  "d'aage  en  aage"  one  should  have 
"une  perpetuelle  memoire  d'eux  et  de  leurs  vertus."27  He  pleads  di- 

23  Champfleury,  f.  ir.     24  Ibid.,  f.  lv.     25  Tracconaglia,  Quelques  observations,  p.  53. 

26  Du  Bellay,  second  preface  to  U Olive  (1530),  in  his  CEuvres,  I,  16. 

27  Ronsard,  Abbrege  in  his  CEuvres,  VII,  51. 
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rectly  to  his  contemporaries  to  take  up  this  task:  "Je  supplie  tres- 
humblement  ceux,  ausquels  les  Muses  ont  inspire  leur  faveur  de 
n'estre  plus  Latineurs  ni  grecaniseurs  comme  ils  font,  plus  par  osten- 
tation que  par  devoir;  et  prendre  pitie,  comme  bons  enfans,  de  leur 
pauvre  mere  naturelle."28 

In  the  Defense  Du  Bellay  points  out  to  the  detractors  of  French  that 
the  language  is  not  so  poor  or  so  unfertile  but  that  it  could  carry  the 
weight  of  a  translation  or  an  original  work,  "si  quelques  uns  se 
treuvent  tant  amys  de  leurs  paiz  et  d'eux  mesmes,  qu'ilz  s'y  veillent 
employer."29 

Francois  Habert,  in  his  dedication  to  the  Temple  de  virtu  (1549), 
complains  that  French  authors  are  publishing  in  ancient  tongues,  but 
neglecting  their  own.  Perhaps  the  fact  that  it  was  in  verse  made  this 
plea  successful — if  the  readers  reacted  to  his  poetry  in  the  same  man- 
ner as  did  James  Fenimore  Cooper  to  certain  English  novels: 

Si  des  Autheurs  d'estrange  nation 
Aux  successeurs  sont  admiration, 
N'est-il  besoing  que  le  francois  langage 
Aux  successeurs  tienne  le  lieu  et  gage 
D'Antiquite  ?  ne  fault-il  secourir 
Nostre  language,  et  le  faire  florir 
Autant  ou  plus  que  Grec,  Latin,  Hebrieu, 
Que  publiez  nous  voyons  en  tout  lieu? 
En  cest  advis  se  tient  ma  fantasie 
Auctorisant  francoyse  Poesie, 
Dont  les  esclats  sortent  de  maints  Autheurs, 
Qui  sont  tres  bons  et  sages  inventeurs.30 

If  the  scholar  were  to  credit  the  poets  and  critics  who  plead  for 
contemporaries  to  write  in  the  mother  tongue,  he  would  consider 
that  most  of  the  contemporary  writers  must  have  been  very  un- 
patriotic. But  if  he  were  to  count  the  numerous  passages  which  con- 
tain this  appeal,  he  would  arrive  at  the  opposite  conclusion.  Un- 
questionably the  writers  felt  that  the  language  needed  improving  and 
thought  that  if  more  learned  men  were  to  put  their  hands  to  it,  im- 

28  Ronsard,  Preface  of  the  Franciade  (1587),  in  his  QLuvres,  VII,  98. 

29  Du  Bellay,  Defense,  p.  76. 

30  Habert,  "Epitre  a  Jean  Brinon,"  to  dedicate  to  him  Le  Temple  de  virtu,  in  his  Le 
Philosophe  par] aid  et  Le  Temple  de  la  chastete,  quoted  by  Brunot,  Histoire  de  la  langue  jrancaise, 
II,  83^. 
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provement  would  be  more  rapid.  Yet,  one  also  feels  that  many  of 
these  appeals  were  probably  to  a  large  extent  conventional.  However, 
there  is  one  place  where  we  need  have  no  doubt  of  the  sincerity  of 
our  authors,  and  that  is  where  they  praise  themselves  as  heroes  of 
the  fatherland  for  having  imposed  the  mother  tongue.  Henri  Estienne 
says  of  himself: 

Francois,  j'ay  exalte  si  haut  vostre  langage, 
Que  tous  autres  sur  luy  on  verra  envieux 
Comme  ayant  dessus  tous  un  si  grand  avantage 
Que  si  eux  disent  bien,  luy  dit  encore  mieux.31 

Ronsard  glorifies  the  work  he  did  for  the  maternal  tongue  and 
claims  to  have  given  such  order  to  the  French  language  as  to  make 
its  poetry  the  equal  of  the  Roman  and  Greek: 

A  vingt  ans  je  fus  pris  d'une  belle  maistresse 

Et  voulant  par  escrit  tesmoigner  ma  destresse, 

Je  vy  que  des  Frangois  le  langage  trop  bas 

A  terre  se  trainoit  sans  ordre  ny  compas. 

Adonques  pour  hausser  ma  langue  maternelle 

Indonte  du  labeur,  je  travaillay  pour  elle, 

Je  fis  des  mots  nouveaux,  je  r'appellay  les  vieux, 

Si  bien  que  son  renom  je  poussay  jusqu'aux  cieux. 

Je  fis  d'autre  facon  que  n'avoyent  les  antiques 

Vocables  composez  et  phrases  poetiques, 

Et  mis  la  Poesie  en  tel  ordre  qu'apres 

Le  Francois  fut  egal  aux  Romains  et  aux  Grecs.32 

Du  Bellay  praises  himself  in  the  same  fashion  as  does  Peletier  du 
Mans  and  others.  There  can  be  little  question  but  that  the  poets  con- 
sidered their  labor  a  task  equal  in  importance  for  the  nation  to  the 
work  of  the  generals  on  the  battlefields. 

Not  only  did  the  French  defenders  ask  for  the  improvement  of 
their  language  but  also  they  were  ready  to  offer  suggestions  as  to  how 
it  could  be  done.  For  scholars  trained  in  the  classics  of  the  ancients, 
an  obvious  method  was  by  imitation.  Peletier  avers  that  no  poet  can 
expect  to  live  in  the  estimation  of  posterity  who  has  not  had  the  aid 
of  Greek  and  Latin.  Other  critics  advocate  translation  as  an  easy 
means  of  imitating  the  beauties  of  the  ancient  language  and  bringing 

31  Precellence,  p.  26.      32  Ronsard,  Amours,  in  his  CEiwres,  V,  425. 
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them  into  French.  Etienne  Dolet  feels  that  he  should  use  his  knowl- 
edge of  Latin  for  the  benefit  of  his  fellow  citizens  and  his  "maternelle 
Francoyse.  Et  ce  tout  a  l'honeur  et  gloire  de  luy  (luy  seul,  autheur 
de  tout  bien)  et  a  l'utilite  de  la  chose  publique."33 

Borrowing  from  another  language  might  seem  to  be  a  confession 
of  weakness,  but  Du  Bellay  in  a  flight  of  rhetoric  at  the  end  of  the 
Defense  compares  the  poets'  borrowing  of  words  to  the  spoils  of  the 
soldier  after  having  captured  a  hostile  city.  It  is  interesting  to  note 
that  so  firmly  imbedded  in  Du  Bellay  is  the  habit  of  thinking  in  na- 
tional terms  that  he  is  able  to  turn  even  a  confession  of  weakness  into 
a  show  of  strength.  He  ends  his  Defense: 

Or  sommes  nous,  la  grace  a.  Dieu,  par  beaucoup  de  perilz  et  de  flotz  etran- 
gers,  renduz  au  port  a  seurete.  Nous  avons  echappe  du  millieu  des  Grecz, 
et  par  les  scadrons  romains  penetre  jusques  au  seing  de  la  tant  desiree 
France.  La  donq',  Franeoys,  marchez  couraigeusement  vers  cete  superbe 
cite  romaine:  et  des  serves  depouilles  d'elle  (comme  vous  avez  fait  plus 
d'une  fois)  ornez  vos  temples  et  autelz.  .  .  .  Pillez  moy  sans  conscience  les 
sacrez  thesors  de  ce  temple  delphique.  .  .  .  Vous  souvienne  de  votre  ancienne 
Marseille,  secondes  Athenes,  de  votre  Hercule  Gallique,  tirant  les  Peuples 
apres  luy  par  leurs  Oreilles,  avecques  une  chesne  attachee  a  sa  langue.34 

The  problem  of  enriching  the  language  was  such  a  burning  one  to 
our  critics  that  it  almost  reduced  itself  to  a  quantitative  matter.  The 
more  words,  the  better  the  language.  In  this  desire  for  verbal  richness 
we  can  see  a  parallel  in  the  sumptuous  dress  of  the  aristocracy,  the 
accumulation  of  detail  on  detail,  the  weaving  of  jewels  into  the  clothes 
and  into  the  hair,  the  elaborate  court  masques,  and  the  banquets 
with  hundreds  of  exotic  dishes.  This  taste  for  elaborateness  was  car- 
ried over  into  architecture  and  the  arts.  It  was  an  age  of  conspicuous 
consumption  with  the  resultant  confusion  between  richness  and  good 
taste.  In  defining  what  he  means  by  richness  of  vocabulary,  Henri 
Estienne  says:  "Comme  on  n'appelle  pas  un  homme  riche  qui  n'ha 
que  ce  qui  luy  est  necessaire,  mais  faut  qu'il  ait  aussi  des  choses  dont 
il  n'ha  point  besoin  et  desquelles  il  ne  pourrait  bien  passer."35  It  fol- 

33  Dolet,  "De  la  maniere  de  bien  traduire,"  in  his  VOrateur  francois,  p.  13. 

34  Defense,  pp.  337-341.  This  figure  of  a  Gallic  Hercules  drawing  men  to  him  by  a  chain 
fastened  to  his  tongue  figures  in  some  of  the  woodcut  capitals  of  the  Italian  press.  There 
is  an  interesting  specimen  in  Luigi  Regio's  Delia  vicissitudine  delle  cose,  tr.  into  Italian  in  1592. 

35  Precellence,  p.  105. 
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lows  that  a  rich  language  is  not  one  which  has  enough  words  to 
express  all  meanings,  but  one  which  has  more  words  than  it  needs. 
With  this  conception  of  vocabulary,  many  ways  were  sought  to 
acquire  new  words.  Borrowing  from  the  ancients  we  have  already 
mentioned  and  parallel  with  the  borrowing  is  advocated  the  creation 
of  new  words  in  imitation  of  the  Greeks.36  Again  the  poet  should  be 
allowed  to  make  up  his  own  mind  if  he  has  need  of  them — especially, 
says  Du  Bellay,  in  a  long  poem — an  amusing  confusion  of  the  size  of 
the  vocabulary  with  that  of  the  poem:  "Tu  dois  davantage,  Lecteur, 
illustrer  ton  oeuvre  de  paroles  recherchees  et  choisies  .  .  .  l'enrichissant 
d'Epithetes  significatifs  et  non  oisifs."37  Technical  words  of  all  pro- 
fessions and  trades  were  grist  to  be  ground  for  the  fine  bread  of  the 
new  language.  Du  Bellay  speaks  of  this  rich  field: 

Les  ouvriers  (afin  que  je  ne  parle  des  sciences  liberates)  jusques  aux  labou- 
reurs  mesmes,  et  toutes  sortes  de  gens  mecaniques,  ne  pouroint  conserver 
leurs  metiers  s'ilz  n'usoint  de  motz  a  eux  usitez  et  a.  nous  incongneuz.  Je 
suis  bien  d'opinion  que  les  procureurs  et  avocatz  usent  des  termes  propres 
a  leur  profession  sans  rien  innover.38 

Ronsard  advocates,  also,  the  use  of  words  from  the  professions,  but 
it  is  noticeable  that  his  emphasis  is  upon  those  trades  and  pursuits 
most  closely  connected  with  the  aristocracy — the  technical  words  of 
the  armorers;  the  terms  employed  in  the  hunt,  the  most  aristocratic 
of  all  pursuits. 

The  literary  domination  of  Francien  was  so  complete  that  the  poets 
could  advocate  that  words  be  used  from  the  other  dialects  without 
risk.  In  such  passages  from  the  critical  works  one  is  conscious  of  a 
nationalism  confident  enough  to  allow  words  from  every  part  of 
France  to  be  used  in  the  construction  of  the  national  language: 

Oultre  je  t'advertis  de  ne  faire  conscience  de  remettre  en  usage  les  antiques 
vocables,  et  principalement  ceux  du  langage  Wallon  et  Picard,  lequel  nous 
reste  par  tant  de  siecles  l'exemple  naif  de  la  langue  Francoise,  j'entends  de 
celle  qui  eut  cours  apres  que  la  Latine  n'eut  plus  d'usage  en  nostre  Gaule, 
et  choisir  les  mots  les  plus  preignants  et  significatifs,  non  seulement  dudit 

36  Defense,  pp.  248-249. 

37  Ronsard,  Preface  to  the  Franciade,  in  his  CEuvres,  VII,  pp.  78-79 

38  Defense,  pp.  250—251. 
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langage,  mais  de  toutes  les  Provinces  de  France,  pour  servir  a  la  Poesie  lors 
que  tu  en  auras  besoin.39 

We  see  that  though  the  poets  and  critics  are  willing  to  take  words 
from  the  ancient  languages  when  necessary,  they  prefer,  for  reasons 
of  national  pride,  to  obtain  them  nearer  home,  even  if  it  means  the 
resurrection  of  old  French  words  long  since  forgotten.  If  it  is  a  choice 
between  words  of  Latin  origin  or  the  words  of  the  old  authors  of  his 
own  country,  Ronsard  will  choose  the  latter: 

Encore  vaudroit  il  mieux  comme  un  bon  Bourgeois  ou  Citoyen,  rechercher 
et  faire  un  Lexicon  des  vieils  mots  d'Artus,  Lancelot,  et  Gauvain,  ou  com- 
menter  le  Romant  de  la  Rose,  que  s'amuser  a  je  ne  sgay  quelle  Grammaire 
latine  qui  a  passe -son  temps.40 

Jacques  Peletier,  in  V  Art  poetique  (1555),  also  advocates  going 
back  to  the  older  writers  in  order  to  enrich  the  language  and  points 
out  that  the  language  has  been  ennobled  by  the  "illustrations  de 
Gaule  et  singularitez  de  Troie,  composees  par  Jan  le  Maire  de  Beiges, 
excellent  historiographe  Frangois."41 

Ronsard,  late  in  his  career,  protests  against  the  construction  and 
borrowing  of  words  from  the  Latin  when  the  French  language  posses- 
ses real  French  words  and  advises  young  poets  as  follows: 

Respectez  la  langue  frangaise,  ne  battez  pas  votre  mere.  Je  vous  recommande 
par  testament  les  vieux  mots  frangais  que  Ton  veut  remplacer  par  des  termes 
empruntes  du  latin.  Conserver  bien  et  defendez  ces  paroles.  Collauder,  con- 
taminer,  blassonner,  ne  valent  pas  louer,  mepriser,  bldmer.42 

In  spite  of  the  fact  that  the  Pleiade  was  strongly  nationalistic  and 
borrowed  words  from  other  languages  only  in  order  to  improve 
French,  some  people  felt,  as  did  Barthelemy  Aneau,  that  they  were 
unpatriotic  in  doing  so.  Du  Bellay  says,  "Je  voudroy'  bien  que  nostre 
langue  feust  si  riche  d'exemples  domestiques,  que  n'eussions  besoing 
d'avoir  recours  aux  etrangers."43  But,  the  author  of  the  Quint  il 
horatian  says  that  the  French  language  is  rich  enough  in  itself  without 

39  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII.  94.      40  Ibid.,  p.  98. 

41  Peletier  du  Mans,  U Art  poetique,  "Dedicace."  Although  Defense  et  illustration  was  the 
more  influential  document,  it  must  not  be  forgotten  that  Peletier's  introduction  to  his 
translation  of  Horace's  Art  of  Poetry,  which  was  published  five  years  before  Du  Bellay's, 
anticipates  his  defense  of  the  French  language  and  his  advocacy  of  enrichment  by  borrow- 
ing from  other  tongues. 

42  Quoted  by  Chasles,  in  Le  Seizieme  siecle,  p.  177.      *3  Defense,  pp.  107-108. 
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having  to  borrow,  and  of  Du  Bellay's  work  he  asks:  "Est-ce  la  defense 
et  illustration  ou  plus  tost  offense  et  denigration?"  He  says  to  Du 
Bellay:  "Tu  ne  faitz  autre  chose  par  tout  l'oeuvre  que  nous  induire 
a  Greclser  et  Latiniser  en  Frangoys."44  One  doesn't  need  to  borrow 
from  the  Greeks  and  the  Latins,  for  without  these  languages  "n'ont 
pas  laisse  aucuns  d'estre  tresbons  Poetes  et  par  adventure  plus  naifz 
que  les  Graecaniseurs,  Latiniseurs,  Italianiseurs  en  Francoys;  Lesquelz 
a  bon  droict  on  appelle  Peregrineurs." 45  This  passage  shows  very 
clearly  that  the  opposition  to  the  poets  of  the  Pleiade  based  itself,  too, 
on  nationalistic  grounds.  Both  groups  felt  that  they  were  doing  a 
patriotic  duty. 

In  the  process  of  improving  their  language  the  French  turned 
naturally  to  Italy.  Such  books  as  Giovanni  Tracconaglia's  Contributo 
alio  studio  deW  Italianismo  in  Francia  HI  and  Pierre  Villey's  Les  Sources 
italiennes  de  la  Pleiade  show  that  a  large  portion  of  the  critical  arsenal 
which  the  French  critics  used  in  their  fight  for  the  vulgar  tongue  was 
obtained  from  the  Italian  critics.  Because  of  both  alliances  and  wars 
the  influence  of  Italy  on  the  French  language  dates  from  an  early 
period.  Charles  VIII,  Louis  XII,  and  Francis  I  made  this  influence  felt. 
Finally,  the  union  of  Catherine  de'  Medici  with  Henri  II  rendered  it 
stronger  and  more  immediate.46  The  intercourse  between  the  two 
countries  resulted  in  numerous  borrowings  of  words.  The  court  be- 
came Italianized  to  a  degree  that  annoyed  many  good  Frenchmen. 
Not  only  were  the  writers  subjected  to  strong  Italian  influence  but 
also  such  outstanding  ones  as  Claude  de  Seyssel,  Marguerite 
d'Angouleme,  Rabelais,  Montaigne,  and  even  Du  Bellay  tried  their 
hands  at  composition  in  the  Italian. 

Aroused  by  what  he  considered  the  weakening  of  the  language  by 
these  foreign  infiltrations,  Henri  Estienne  undertook  to  awaken 
Frenchmen  to  the  danger.  In  defending  the  French  language,  Esti- 
enne says  of  himself:  "je  ne  laisse  pas  d'avoir  faict  le  devoir  d'un 
personnage  vrayement  amateur  de  sa  patrie."47  In  both  his  Precellence 
du  langage  francois  (1579)  and  his  earlier  Deux  dialogues  du  nouveau 
langage  francois  Italianize   (1578)   he  fights  against  the  borrowing  of 

44  Le  Quintil  horatian,  in  Person's  edition  of  the  Defense,  p.  202.  I  use  this  edition  of  the 
Defense  only  for  Le  Quintil  horatian. 

46  Ibid.,  p.  202.      46  H.  Estienne,  Deux  Dialogues,  Introduction,  I,  vii. 

47  H.  Estienne,  Precellence,  p.  1 1 . 
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Italian  words  in  the  language.  His  works  are  marked  by  a  love  of  all 
things  French  and  a  hatred  of  things  Italian. 

In  his  Deux  dialogues  Estienne  brings  together  a  good  Frenchman, 
Celtophile,  in  argument  with  a  certain  Philausone.  This  Italianized 
gentleman  uses  strode  for  rue,  pasto  for  diner,  spaceger  for  se  promener,  and 
so  forth.  He  declares  that  in  Paris  all  the  "gens  du  bel  air"  speak 
this  way.  To  settle  their  differences,  they  go  to  the  house  of  a  mutual 
friend,  Philalethe.  In  the  dialogues  that  take  place  Estienne  says  that 
the  Italians  have  also  borrowed  a  great  many  French  words  and  that 
the  question  reduces  itself  to  which  of  the  two  tongues,  Italian  and 
French,  is  the  better  and  whether  it  is  to  the  advantage  of  the  latter 
to  borrow  terms  from  the  former.  The  question  of  supremacy  is, 
naturally,  decided  in  favor  of  French,  and  since  the  mother  tongue  is 
superior,  it  is  to  its  disadvantage  to  be  penetrated  by  words  of  an 
"inferior  language,  Italian."48  In  his  Precellence  Estienne  claims  the 
honor  of  having  exalted  the  language  above  all  others.  Yet  he  warns 
the  French  that  this  glory  may  not  endure: 

Mais  a  fin  que  tousjours  cest  honneur  luy  demeure, 
Et  que  dire  on  le  puisse  estre  tresbien  fonde 
De  ces  mots  estrangers  ne  m'usez  a  toute  heure, 
Comme  s'il  luy  faloit  estre  d'ailleurs  aide. 

Car  des  mots  estrangers  faisant  une  meslee, 
Gardez  bien  qu'un  matin  ces  mots  tant  pretieux, 
Comme  oiseaux  passagers,  ne  prennent  leur  volee 
Et  cest  honneur  aussi  ne  s'envole  avec  eux. 

Estienne's  strong  dislike  of  the  Italian  influence  is  probably  a  result 
of  the  declining  credit  of  the  royal  household  under  the  daughter  of 
the  Medicis.  Since  Italianizing  the  language  was  the  usage  of  the 
court,  Estienne's  sense  of  nationalism  was  stronger  than  his  regard 
for  the  ruling  clique.  As  a  Protestant  he  had  no  reason  to  love  Cath- 
erine. 

So  far  in  our  discussion  of  the  ways  of  improving  the  language  and 
the  diction  to  be  employed,  the  emphasis  has  been  largely  on  the 
nationalistic  tone  of  the  critical  writings.  This  by  no  means  implies 
that  no  class  basis  existed  for  these  theories.  The  contrary  is  true.  The 

48  H.  Estienne,  Deux  Dialogues  du  nouveau  langage  jranqois  Italianise. 
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king  and  his  court  aristocracy  were  the  dominant  influence  in  the 
nation,  and,  being  dominant,  their  expression  of  national  ideals  was 
also  an  expression  of  their  class  interests.  In  France  of  the  Renais- 
sance "national"  can  be  equated  with  "aristocratic"  (in  the  sense  in 
which  we  have  defined  this  term  in  our  discussion  earlier  of  the  com- 
position of  the  nobility). 

The  defenders  of  the  mother  tongue  were  early  conscious  of  the 
importance  of  a  national  language  to  national  unity.  Claude  de 
Seyssel,  a  writer  in  the  reign  of  Louis  XII,  draws  the  political  im- 
plication very  clearly  in  a  prologue  to  his  Justin  (1509)  addressed 
to  the  king. 

Qu'ont  fait  le  peuple  et  les  princes  romains  quand  ils  tenoient  la  monarchic 
du  monde  et  qu'ils  taschoyent  a  la  perpetuer  et  rendre  eternelle?  Ils  n'ont 
trouve  autre  moyen  plus  certain  ne  plus  seur  que  de  magnifier,  enrichir, 
et  sublimer  leur  langue  latine,  qui,  du  commencement  de  leur  empire, 
estoit  bien  maigre  et  bien  rude,  et  apres,  de  la  communiquer  aux  pais  et 
provinces  et  peuples  par  eux  conquis,  ensemble  leurs  lois  Romaines  coucher 
en  icelle.49 

Geoffrey  Tory,  in  his  Champfleury  (1529),  claims  that  the  national 
tongue  is  an  instrument  of  conquest,  a  political  weapon.  The  Romans, 
he  says,  "avoient  une  domination  sur  la  plus  grande  partie  du  monde 
et  avoient  plus  prospere  et  obtenu  de  victoires  par  leur  langue  que 
par  leur  lance."50 

Such  writings  as  these  may  not  have  had  a  direct  causal  effect* 
but  on  the  13th  of  August,  1539,  the  famous  ordonnance  of  Villers- 
Cotterets  appeared,  which,  as  we  have  remarked,  stipulated  that  the 
operations  of  justice  were  henceforth  to  be  carried  on  in  French.  We 
may  assume,  certainly,  that  Francis  I  understood  the  political  im- 
portance of  this  move.51 

One  of  the  purposes  of  Louis  le  Roy,  a  royal  professor,  in  pleading 
for  the  mother  tongue  was  "se  rendre  [la  langue]  parfaictement 
sgavant  et  vrayement  utile  a  son  pa'is  et  gouvernement."52  The  politi- 
cal aspects  of  the  linguistic  question  were  generally  recognized. 
Almost  all  the  writers  addressed  their  king  on  the  subject  of  the  lan- 

49  Quoted  by  Brunot,  Histoire  de  la  langue  Jranqaise,  II,  30. 

50  Tory,  Champfleury,  f.  4V. 

51  Brunot,  Histoire  de  la  langue  jranqaise,  II,  30—31. 

62  Becker,  Un  Humaniste  au  XVIe  siecle,  Loys  le  Roy,  p.  1  75. 
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guage  and  thanked  him  for  the  aid  he  had  given  toward  its  enrich- 
ment. Estienne,  in  the  dedication  to  the  Precellence,  asks  the  king: 
"luy  plaira  considerer  de  quelle  importance  est  ceste  entreprise  pour 
l'honneur  de  son  royaume:  comme  aussi  je  la  puis  asseurer  qu'elle 
est  procedee  d'un  cueur  qui  s'est  tousjours  monstre  zelateur  et  comme 
jaloux  de  l'honneur  de  sa  nation."53 

There  can  be  no  question  but  that  the  kings  on  their  side  helped 
the  writers  in  their  work.  Certain  privileges  were  granted  to  the 
writers  in  the  mother  tongue,  and  kings  even  commanded  writers  to 
publish  in  French.  Dolet  comes  to  one's  mind  immediately  in  this 
connection. 

The  close  connection  with  the  court  had  important  results  when 
the  writers  had  to  choose  the  type  of  diction  they  desired.  French, 
after  all,  was  the  common  name  given  to  the  language  spoken  by  all 
classes  of  the  population.  Naturally,  the  writers,  aristocratic  as  they 
were,  did  not  choose  the  speech  of  the  peasants  as  the  basis  of  the 
language.  While  Ronsard  advocates  the  use  of  all  dialects,  he  qualifies 
his  statement:  "Je  te  conseilles  d'user  indifferemment  de  tous  dia- 
lectes,  comme  j'ay  desja  dit,  entre  lesquels  le  courtisan  est  tousjours 
le  plus  beau,  a  cause  de  la  majeste  du  prince."54  Most  writers  choose 
to  regard  as  standard  French  the  language  spoken  at  the  king's  court. 
Peletier  says:  "J'e  tousjours  ete  de  Popinion  de  ceus  qui  ont  dit  qu'au 
notre  France  n'i  a  androet  ou  l'on  parle  pur  frangoes,  fors  la  ou  et  la 
court."55  Meigret  feels  not  only  that  the  usage  of  the  court  is  the  only 
correct  usage  but  also  that  all  Frenchmen  should  be  taught  to  speak 
and  write  after  the  manner  of  the  court.  Of  terms  and  words  which 
the  courtier  does  not  use  he  says:  "il  ne  faut  done  Pemployer."56  He 
addresses  the  courtiers  as:  "messieurs  les  courtizans  e  tous  aotres  qui 
font  leur  profession  de  bien  parler."57 

It  remained  for  Henri  Estienne  to  reduce  the  idea  to  the  point  of 
absurdity.  If  one  postulates  that  social  rank  is  responsible  for  excel- 
lence of  diction,  it  follows  that  the  higher  the  social  rank,  the  better 
the  speech.  Thus,  since  the  king  is  higher  than  any  other  person  in 
France,  he  speaks  French  better  than  anyone  else.  Exactly  this  says 

63  Precellence,  pp.  1-2. 

64  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII. 

65  Dialogue  de  I'ortografe,  p.  23. 

56  Meigret,  La  Trette  de  la  grammaire  francoeze,  f.  103V. 

57  Meigret,  Reponse  a  V Apologie  de  Peletier  (1550),  f.  133V. 
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Estienne  when  he  speaks  of  the  fact  that  "l'eloquence  d'un  roy  est 
trouvee  plus  eloquente  que  celle  de  toute  autre  personne,  laquelle 
Dieu  n'a  exaltee  jusques  a.  ce  degre."58  Again,  our  author  says: 

combien  plus  de  vertu  et  d'efficace  doivent  avoir  les  mesmes  mots  sortans 
de  la  bouche  de  celuy  auquel  Dieu  a  donne  ce  qui  est  pardessus  toute  autorite, 
que  s'ils  venoyent  de  la  bouche  d'un  autre,  en  quelque  dignite  et  honneur 
qu'il  pust  estre  constitue.59 

Robert  Estienne  says  in  the  preface  to  his  Grammaire,  that  he  has: 

faict  un  receuil  principalement  de  ce  que  nous  avons  veu  accorder  a  ce  que 
nous  avions  le  temps  passe  apprins  des  plus  scavans  es  vostre  langue,  qui 
avoyent  tout  le  temps  de  leur  vie  hante  es  cours  de  France,  tant  du  Roy 
que  son  Parlement  a  Paris,  aussi  sa  Chancellerie  et  Chambres  des  Comptes: 
esquels  le  langage  s'escrit  et  se  prononce  en  plus  grande  purete  qu'en  tous 
autres.60 

Abel  Mathieu  says  almost  the  same  thing:  "Quiconque  voudra 
acquerir  jujement  et  intelligence  en  ceste  langue  et-y  prendre  aucun 
degre,  je  luy  conseille  de  hanter  les  gens  de  loy  .  .  .  le  courtisan,  ou 
le  plus  friand  parler  du  Roy  et  de  la  Court."61 

While  the  court  was  under  the  influence  of  Catherine  de'  Medici, 
its  usage  had  less  standing,  and  throughout  the  last  part  of  the  six- 
teenth century  and  up  to  the  beginning  of  the  seventeenth  century 
protests  against  the  affected  Italianized  diction  are  frequent.62  The 
usage  of  the  court  became  definitely  triumphant  under  Louis  XIV, 
however,  and  was  codified  into  a  strict  system. 

Parallel  with  the  copying  of  the  court  by  the  writers  on  language 
is  their  carefulness  to  avoid  the  imputation  of  vulgarity  that  would 
come  from  suggesting  the  usage  of  the  people  as  a  model.  Estienne 
wants  to  be  sure  that  when  he  speaks  of  language  one  will  realize  he 
means  the  speech  of  the  upper  classes.  "Quand  je  parle,"  he  says, 
"ou  de  nostre  langage  Parisien,  ou  de  ceux  que  j'appelle  les  dialectes, 
qu'on  entende  qu'il  faut  premierement  oster  toutes  les  corruptions 
et  depravations  que  luy  fait  le  menu  peuple."63  Peletier  feels  that  the 

58  "Epitre  au  Roy,"  in  his  Precellence,  p.  3.  We  shall  meet  with  this  idea  in  the  section 
of  this  book  dealing  with  decorum. 

69  Ibid.,  p.  4.      60  R.  Estienne,  Traicte  de  la  grammaire  franqoise. 

61  Devis  de  la  langue  franqoise,  f.  29V.      62  H.  Estienne,  Deux  Dialogues,  Introduction. 

63  Precellence,  p.  170. 
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great  trouble  with  the  French  language  is  that  it  is  still  too  near  to 
the  speech  of  the  people: 

Notre  Poesie  Frangoese  n'est  point  encores  en  sa  grandeur:  d'autant  qu'elle 
est  jusque  ici  trop  voisine  du  langage  vulguere.  Nous  sommes  ancores  suges 
au  jugement  du  peuple,  que  le  louange  du  poeme  samble  depandu  de  la 
procheinete  du  parler  vulguere:  chose  qui  argue  une  enfance  e  imperfeccion 
de  nostre  art.64 

For  Ronsard  the  very  test  of  good  poetry  was  whether  it  was  free 
from  the  speech  of  the  people:  "Si  tu  trouves  .  .  .  .  de  belles  et  excel- 
lentes  paroles,  et  phrases  non  vulgaires,  qui  te  contraignent  d'enlever 
ton  esprit  oultre  le  parler  commun,  pense  que  tels  vers  sont  bons  et 
dignes  d'un  excellent  Poete."65  Indeed,  the  separation  of  the  literary 
dialect  from  the  ordinary  and  vulgar  speech  is  what  the  writers  most 
pride  themselves  on.  In  summing  up  his  contributions  to  the  langage, 
Ronsard  emphasizes  this  aspect  of  his  work.  He  has  taken  the  lan- 
guage from  the  ignorant  mob  and  enriched  it  by  artificial  means. 
He  boasts: 

Premier  les  fis  parler  [les  muses]  le  langage  Francois, 

Tout  hardy  m'opposant  a  la  tourbe  ignorante. 

Tant  plus  elle  crioit,  plus  elle  estoit  ardante 

De  deschirer  mon  nom,  et  plus  me  diffamoit, 

Plus  d'un  courage  ardent  ma  vertu  s'allumoit 

Contre  ce  populaire,  en  desrobant  les  choses 

Qui  sont  es  livres  Grecs  antiquement  encloses. 

Je  fis  des  mots  nouveaux,  je  restauray  les  vieux 

Ben  peu  me  souciant  du  vulgaire  envieux, 

Medisant,  ignorant,  qui  depuis  a  fait  conte 

De  mes  vers,  qu'au  premier  il  me  tournoit  a  honte.66 

This  quotation  from  Ronsard  summarizes  nicely  the  main  points 
of  this  chapter.  We  notice,  as  we  do  in  all  the  other  critics  that  we 
have  studied,  a  strong  national  pride  as  the  driving  force  toward  the 
building  of  the  French  language  accompanied  by  a  scorn  for  the  lan- 
guage of  the  people  and  a  desire  to  follow  aristocratic  usages.  In  a 
final  view  of  the  subject,  we  see  that  among  the  many  facets  of  the 
problem  these  two  remained  consistently  foremost. 

64  Peletier  du  Mans,  Art  poetique,  p.  18. 

65  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  91. 
60  Le  Discours  contre  fortune,  in  his  CEuvres,  V,  147. 
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THEORIES  OF  THE  DRAMA 


ERHAPS  nowhere  is  the  class  basis  of  the  aesthetic  out- 
look of  Renaissance  France  better  reflected  than  in  the 
theories  of  the  drama.  Tragedy,  as  Taine  points  out  in 
La  Philosophie  de  I'art,  appeared  in  France  at  a  period 
when  a  well-regulated  monarchy  was  establishing  the 
empire  of  decorum  and  court  life  over  the  domestic  affairs  of  the 
aristocracy,  and  it  disappeared  when  the  social  rule  of  the  nobility 
and  the  manners  of  the  antechambers  were  swept  away  by  the  Revo- 
lution. The  vital  connection  between  this  dramatic  form  and  the 
aristocracy  is  plainly  seen  when  we  examine  the  definitions  of  tragedy 
offered  us  by  the  critical  writers.  Pierre  de  Laudun,  in  his  U  Art 
poetique  jrancois  (1598),  formulates  his  ideas  thus: 

La  Tragedie  requiert  que  toutes  choses  y  soient  bien  disposees  et  ordonnees, 
afin  de  tenir  tousjours  les  spectateurs  beants.  L'on  y  traicte  de  l'Estat,  des 
affaires  et  Conseil.  Les  personnages  de  la  Tragedie  sont  Roys,  Princes,  Em- 
pereurs,  Capitaines,  Gentils-hommes,  Dames,  Reynes,  Princesses,  et  Damoi- 
selles,  et  rarement  hommes  de  bas  estat,  si  Pargument  necessairement  ne  le 
requiert.  Les  choses  ou  la  matiere  de  la  Tragedie  sont  les  commandements 
des  Roys,  les  batailles,  meurtres,  violement  de  filles  ou  femmes,  trahisons, 
exils,  plaintes,  pleurs,  cris,  faussetez,  et  autres  matieres  semblables.1 

According  to  Laudun,  then,  the  subject  matter  of  tragedy  is  affairs 
of  state;  the  dramatis  per sonae  are  kings  or  members  of  the  high  aristoc- 
racy, with  the  provision  that  commoners  can  be  permitted  if  the  plot 
requires  messengers,  and  so  forth;  and  the  actions  are  commands  of 
kings,  battles,  murders,  and  the  like.  Frankly,  then,  the  distinction 
between  tragedy  and  the  other  dramatic  genres  is  one  of  rank,  and 
the  actions  of  the  plot  spring  from  the  high  rank  of  the  characters. 

As  Lazare  de  Baif,  in  his  Preface:  diffinition  de  la  tragedie,  prefixed  to 
his  translation  of  Sophocles's  Electra  (1537),  puts  it: 

La  Tragedie  est  une  moralite  composee  des  grandes  calamitez,  meurtres  et 
adversitez  survenus  aux  nobles  et  excellents  personnages,  comme  Aias  qui 
se  occist  pour  avoir  ete  frustre  des  armes  d'Achille,  (Edipus  qui  se  creva  les 
yeux  apres  qu'il  lui  fut  declare  comme  il  avoit  eu  des  enfants  de  sa  propre 
mere,  apres  avoir  tue  son  pere.2 

1  Laudun,  U  Art  poetique  franqois,  p.  158.     2  Baif,  Preface  to  Electra. 
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Later  on,  we  find  that  even  the  action  of  the  tragedy  need  not  be 
obviously  important.  By  1691  Dacier  can  write  that  though  the  action 
be  ordinary  or  common,  it  becomes  important  by  the  quality  of  the 
characters  and  that  their  reputation  makes  it  credible  and  possible. 
This  is  as  much  as  to  say,  regardless  of  the  subject  matter,  that  as 
long  as  the  characters  are  men  of  quality,  dramatic  illusion  will  be 
possible.  But  in  the  Renaissance  lofty  actions  were  considered  necessary. 

Classical  usage  was  appealed  to  by  the  Renaissance  critics  when- 
ever possible,  and,  looking  at  the  dramatic  genres,  they  felt  that 
classic  drama  distinguished  tragedy  from  comedy  by  means  of  the 
rank  of  the  characters.  Ronsard,  speaking  of  the  dramatists,  chants 
in  his  Elegie  a  Jacques  Grevin  ( 1 56 1 ) : 

Par  un  vers  heroi'que  ils  ont  mis  en  histoire 
Des  Princes  &  des  Rois  la  prouesse  et  la  gloire: 
Et  comme  serviteurs  de  Belone  &  de  Mars 
Ont  au  son  de  leurs  vers  anime  les  soldars. 
Ils  ont  sur  l'eschaffaud,  par  feinctes  presentee 
La  vie  des  humains  en  deux  sortes  chantee, 
Imitant  des  grands  Rois  la  triste  affection 
Et  des  peuples  menus  la  commune  action. 
La  plainte  des  Seigneurs  fut  dicte  Tragedie, 
L'action  du  commun  fut  dicte  Comedie.3 

Not  only  should  the  characters  in  a  tragedy  be  noble  but  also  scenery, 
costumes,  and  vocabulary  should  be  appropriate  to  their  high  rank. 
Laudun  writes: 

Les  personnes  de  la  Tragedie  sont  gens  graves  et  de  grande  qualite,  et  celles 
de  la  Comedie  sont  basses  et  de  petit  estat.  .  .  .  Les  paroles  et  carmes  de  la 
Tragedie  sont  graves,  et  ceux  de  la  Comedie  sont  legers  et  ne  traictent  que 
de  risee.  Les  personnages  de  la  Tragedie  sont  habillez  somptueusement  et 
ceux  de  la  Comedie  sont  habillez  communement.4 

Laudun  next  discusses  verse  forms  and  comes  to  the  conclusion  that 
the  dignified  Alexandrine  is  the  only  verse  worthy  of  tragedy.  He 
writes: 

Les  vers  propres  de  la  Tragedie  sont  les  heroiques  ou  Alexandrins  seulement, 
et  non  autres,  pource  que  les  gestes  des  princes  y  sont  representez,  et  que 

3  Ronsard,  "Elegie  a  Jacques  GreVin,"  in  his  QLuvres,  VI,  407. 

4  Laudun,  U Art  pokique  jranqois,  p.  161. 
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les  sentences,  similitudes,  figures,  et  autres  ornements  de  poesie  y  sont 
adaptez;  aussi  faut-il  que  le  plus  noble  genre  de  vers  y  soit  adapte;  sgavoir 
Alexandrins  et  en  rime  plate,  et  faut  tousjours  garder  le  genre  masculin  et 
feminin  consecutivement,  du  commencement  jusqu'au  bout.5 

Small  wonder  that  the  verse  should  be  as  exact  and  stylized  as  the 
dress  of  the  courtier. 

For  Vauquelin,   the  verse  form  is  also  part  of  the  definition  of 
tragedy.  He  declares: 

Mais  le  sujet  tragic  est  un  fait  imite 

De  chose  juste  et  grave,  en  ses  vers  limite.6 

Ronsard  contributes  this  prefatory  sonnet  to   Garnier's  La    Troade 

(1579): 

Quel  son  masle  &  hardy,  quelle  bouche  heroique 
Et  quel  superbe  vers  enten-je  icy  sonner? 
Le  lierre  est  trop  bas  pour  ton  front  couronner, 
Et  le  bouc  est  trop  peu  pour  ta  Muse  tragique. 

Si  Bacchus  retournoit  au  manoir  plutonique, 
II  ne  voudroit  Eschyle  au  monde  redonner; 
II  te  choisiroit  seul,  qui  seul  peux  estonner 
Le  theatre  frangois  de  ton  cothurne  antique. 

Les  premiers  trahissoyent  l'infortune  des  rois, 
Redoublant  leur  malheur  d'une  trop  basse  voix: 
La  tienne  comme  foudre  en  la  France  s'ecarte. 

Heureux  en  bons  esprits  ce  siecle  plantureux: 
Apres  toy,  mon  Gamier,  je  me  sens  bien-heureux 
De  quoy  mon  petit  Loir  est  voisin  de  ta  Sarte  !7 

It  is  to  be  noticed  that  what  Ronsard  finds  most  worthy  of  praise  is 
the  heroic  tone  of  the  great  tragic  poet's  verse.  Garnier's  high  and 
lofty  style  is  deserving  of  applause  as  a  fit  medium  for  the  tragic  fable. 
Sebillet  says  that  the  French  morality  play  is  similar  to  the  ancient 
tragedy,  and  it  is  interesting  to  note  that  he  feels  that  the  purpose  of 
tragedy  is,  in  some  manner,  the  correction  of  morals.  He  writes: 

5  Ibid.,  p.  165.      6  La  Fresnaye,  U  Art  poetique,  III,  134. 
7  Gamier,  La  Troade,  in  CEuvres  completes,  II,  2. 
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La  Moralite  Frangoise  represente  en  quelque  chose  la  Tragedie  Greque  et 
Latine,  singulierement  en  ce  qu'elle  traitte  fais  graves  et  Principaus.  Et  si  le 
Frangois  s'estoit  renge  en  ce  que  la  fin  de  la  Moralite  fut  tou-jours  triste  et 
douloreuse,  la  Moralite  seroit  Tragedie.  Mais  en  ce  avons  nous  comme  en 
toutes  choses,  suivy  notre  naturel,  qui  est  de  prendre  des  choses  estrangeres 
non  tout  ce  que  nous  y  voions,  ains  seulement  que  nous  jugeons  faire  pour 
nous,  et  estre  a  notre  avantage.  Car  en  la  Moralite  nous  traittons,  comme 
les  Grecz  et  Latins  en  leurs  Tragedies,  narrations  de  fais  illustres,  magnanimes 
et  vertueus,  ou  vrays,  ou  au  moins  vraysemblables:  et  en  prenons  autrement 
ce  que  fait  a  l'information  de  nos  moeurs  et  vie,  sans  nous  assugettir  a 
douleur  ou  plaisir  d'yssue.8 

Sebillet  is  unorthodox  in  his  assimilation  of  the  morality  to  the 
tragedy.  The  literary  paganism  of  the  critics  of  the  Pleiade  was  against 
the  introduction  of  Christian  themes  into  tragedy  mainly  because 
they  wanted  to  reproduce  the  classical  tragedy  as  exactly  as  possible. 
Then,  too,  they  argued  that  since  tragedy  was  supposed  to  end  un- 
happily and  Christian  subjects  always  ended  on  a  note  of  hope,  the 
stories  of  the  Bible  and  the  saints  were  out  of  place  in  this  ancient 
dramatic  form.  Toward  the  end  of  the  sixteenth  century  the  influence 
of  the  Protestant  Du  Bartas  and  such  Catholic  imitators  of  his  re- 
ligious subject  matter  as  Gamier  made  the  later  critics  admit  Christian 
material  as  a  possible  subject  matter  for  tragedy.  Even  Vauquelin  de 
la  Fresnaye,  follower  of  the  Pleiade  as  he  was,  suggests  that  religious 
subjects  can  be  combined  with  classical  practice.  He  writes: 

Portez  done  en  trophe  les  despouilles  payennes 
Au  sommet  des  clochers  de  vos  citez  Chrestiennes. 
Si  les  Grecs,  comme  vous,  Chrestiens  eussent  escrit, 
lis  eussent  les  hauts  faits  chante  de  Jesus  Christ.9 

The  class  content  of  this  drama  interested  the  critics  more  than  the 
religious  element.  This  is  not  to  say  that  the  purpose  of  the  tragedy 
is  not  a  moral  one,  however.  As  we  have  seen,  Sebillet  assures  us  that 
it  is.  As  tragedy  dealt  with  the  fate  of  kings  and  noblemen,  one  would 
suspect  that  the  purpose  of  tragedy,  if  moral,  is  in  some  way  connected 
with  the  aristocracy. 

In  the  Dedicace  au  roy,  prefixed  to  his  La  Tragedie  d'Euripide,  nom- 

8  Thomas  Sebillet,  U  Art  poetique  jranqois,  pp.  161-162.  The  first  edition  of  Sebillet  ap- 
peared in  1548. 

9  V Art  poetique,  II,  1  70.  For  a  good  discussion  of  this  problem  see  Loukovitch,  V Evolution 
de  la  tragedie  religieuse  classique  en  France,  chap.  ii. 
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mee  Hecuba  (1544),  Lazare  de  Baif  makes  the  interesting  statement 
that  the  end  of  tragedy  is  to  instruct  kings  and  noblemen  in  the 
morality  expected  of  them.  Tragedies,  he  writes,  were  "premiere- 
ment  inventees  pour  remonstrer  aux  roys  et  grands  seigneurs  1' in- 
certitude et  lubrique  instabilite  des  choses  temporelles,  afin  qu'ils 
n'ayent  de  confiance  qu'en  la  seule  vertu."10 

The  study  of  tragedy,  especially  that  of  the  moralistic  Seneca,  is 
considered  part  of  the  training  of  the  young  nobleman.  What  Gager 
says  in  his  plea  for  performances  of  dramas  at  Oxford  would  have 
met  the  approval  of  his  French  contemporaries.  He  wants  the  stu- 
dents 

to  be  well  acquantyed  with  Seneca  or  Plautus  honestly  to  embolden  owre 
pathe;  to  trye  their  voyces  and  confirme  their  memoryes;  to  frame  their 
speeche;  to  conforme  them  to  convenient  action;  to  trye  what  mettell  is  in 
evrye  one,  and  of  what  disposition  they  are  of;  wherby  never  any  one  amongst 
us,  that  I  knowe  was  made  the  worse,  many  have  byn  muche  the  better.11 

As  we  remarked  in  the  above  discussion,  to  the  Renaissance  critics 
the  essential  difference  between  tragedy  and  comedy  was  that  in 
tragedy  the  characters  were  members  of  the  aristocracy,  and  in  com- 
edy they  were  from  the  lower  ranks  of  society.  Regardless  of  what 
else  we  may  think  of  this,  in  face  of  the  difficulty  that  modern  critics 
have  had  in  attempting  to  distinguish  the  two  forms,  we  cannot  help 
but  admit  that  it  is  a  clear-cut  distinction.  The  heresy  that  a  sad  end- 
ing makes  a  tragedy  and  a  happy  one  a  comedy  was  refuted  by 
Vauquelin,  who  argues  that  the  rank  of  the  characters  is  the  distin- 
guishing characteristic.  He  shows  the  Renaissance  critics'  scorn  for 
any  mixture  of  forms.  He  says: 

On  fait  la  Comedie  aussi  double,  de  sorte 
Qu'avecques  le  Tragic  le  Comic  se  raporte. 
Quand  il  y  a  du  meurtre  et  qu'on  voit  toutefois, 
Qu'a  la  fin  sont  contens  les  plus  grands  et  les  Rois, 
Quand  du  grave  et  du  bas  le  parler  on  mendie, 
On  abuse  du  nom  de  Tragecomedie; 
Car  on  peut  bien  encor  par  un  succez  heureux, 
Finir  la  Tragedie  en  ebats  amoureux: 
Tels  etoit  d'Euripide  et  l'lon  et  l'Oreste, 

10  Baif,  La  Tragedie  d'Euripide  nominee  Hecuba,  "Dedicace  au  Roy." 

11  Boas,  University  Drama  in  the  Tudor  Age,  pp.  235-236. 
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L'Iphiginie,  Helene  et  la  fidele  Alceste. 

Tasso,  par  son  Aminte  au  bois  fait  voir  d'ailleurs, 

Que  ces  contes  Tragics  ainsi  sont  des  meilleurs. 12 

Vauquelin's  preference  for  tragedies  with  happy  endings  is  strange, 
but  he  is  orthodox  when  he  asserts  that  the  tragic  genre  has  a  moral 
purpose.  He  says: 

Le  Tragic  ne  montroit  que  des  faits  vertueux, 
Magnifiques  et  grands,  Royaux  et  somptueux.13 

Peletier  makes  the  distinction  between  comedy  and  tragedy  very 
clear  when  he  writes: 

Au  lieu  des  personnes  comiques,  qui  sont  de  basse  condition,  en  la  tragedie 
s'introduisent  rois,  princes  et  grands  seigneurs.  Et  au  lieu  qu'en  la  comedie 
les  choses  ont  joyeuse  issue,  en  la  tragedie,  la  fin  est  toujours  luctueuse  et 
lamentable,  ou  horrible  a  voir.14 

Peletier  says  that  comedy  holds  up  the  mirror  to  nature  and  takes  its 
characters  from  the  people: 

La  Comedie  a  ete  dite  par  Live  Andronique,  le  premier  Ecriteur  de  Comedies 
Latines,  le  miroir  de  la  Vie:  par  ce  qu'en  elle  s'introduisent  personnes 
populaires:  desquelles  faut  garder  la  bienseance,  selon  la  condition  et  etat 
de  chacune.16 

"La  bienseance"  is  obviously  decorum,  and  it  is  interesting  to  note 
that  to  keep  decorum  means  nothing  more  or  less  than  to  act  accord- 
ing to  your  class  standing.  It  is  used  in  a  purely  social  sense. 

The  idea  of  the  "mirror  up  to  nature"  is  repeated  by  Jean  de  La 
Taille  in  the  prologue  to  his  comedy  Les  Corrivaus,  performed  in  1562. 
Among  other  things  he  says:  "Au  reste  elle  (ceste  comedie)  vous 
representera  comme  en  un  miroir  le  naturel  et  la  fagon  de  faire  d'un 
chacun  du  populaire:  comme  des  vieillards,  des  jeunes  gens,  des 
serviteurs,  des  filles  de  bonne  maison  et  autres."16  In  other  words, 
the  "miroir"  reflects  people  of  the  middle  sort. 

Ronsard  mentions  several  types  of  middle-station  characters  when 
he  distinguishes  the  subject  of  comedy  from  that  of  tragedy:  "Tu 

12  La  Fresnaye,  U  Art  poetique,  III,  134-135.      l3  Ibid.,  Ill,  135. 

14  Peletier  du  Mans,  L'Art  poetique,  p.  189.  I  have  not  attempted  to  reproduce  his 
typography. 

15  Ibid.,  p.  186.      16  La  Taille,  Les  Corrivaus  in  CEuvres,  Prologue. 
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dois  sgavoir  que  toute  sorte  de  poesie  ...  a  son  subject:  ...  La 
Tragique,  morts  et  miserables  accidents  de  Princes:  La  Comique, 
la  licence  effrenee  de  la  jeunesse,  les  ruses  des  Courtizanes,  avarice 
de  vieillards,  tromperie  de  valets."  17 

In  Etienne  Jodelle's  defense  of  comedy  in  the  "Prologue"  to 
Eugene,  it  is  interesting  to  notice  that  the  adjectives  he  applies  to 
comedy  are  "bas,"  "humble": 

Assez,  assez  le  Poete  a  peu  voir 
L'humble  argument,  la  comicque  devoir, 
Les  vers  demis,  les  personnages  bas, 
Les  moeurs  repris,  a  tous  ne  plaire  pas:18 

Jodelle  advises  the  poet  who  wants  to  write  true  comedies  to  study 
well  the  people  of  the  middle  rank  of  society  that  he  meets  daily  and 
to  model  his  comic  characters  after  their  example.  Vauquelin  points 
out  that  the  subjects  of  comedy  are  surprises,  the  avarice  of  old  men, 
the  love  entanglements  of  young  ones;  indeed,  the  types  of  situations 
traditional  among  the  bourgeoise.  After  speaking  of  the  first  and 
second  parts  of  a  comedy,  he  continues: 

La  derniere  se  fait  comme  un  Renversement, 

Qui  le  tout  debrouillant  fera  voir  clairement 

Que  chacun  est  content  par  une  fin  heureuse, 

Plaisante  d'autant  plus  qu'elle  estoit  dangereuse: 

Des  jeunes  on  y  void  les  faits  licencieux. 

Les  ruses  des  putains,  l'avarice  des  vieux.  .  .  . 

Au  Poeme  Tragic  se  raporte  et  refere 

Une  Iliade  en  soy.  Le  Margite  d'Homere 

Respondoit  au  Comic,  ou  des  hommes  moyens, 

(Comme  des  plus  grands  Rois)  des  humbles  citoyens, 

Se  voyoit  la  nature  et  la  facon  bourgeoise, 

Comme  heroi'que  escrite,  en  sa  langue  Gregeoise. 

Le  Tragic  ne  montroit  que  des  faits  vertueux, 

Magnifiques  et  grands,  Royaux  et  somptueux: 

Le  Comic  que  des  faits,  qui  tous  dignes  de  blame, 

Ne  rendroient  pas  pourtant  le  bon  Margite  infame.  .  .  . 

Mais  rien  n'est  si  plaisant  si  patic  ne  si  dous, 

Que  la  Reconnoissance,  au  sentiment  de  tous!.  .  . 

17  Ronsard,  Odes,  "Au  Lecteur"  (1587),  in  (Evvres,  VII,  74. 

18  Jodelle,  Eugene,  in  CEuvres,  I,  Prologue. 
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Puis  qu'est  il  rien  plus  beau  qu'une  aigreur  adoucie 
Par  le  contraire  event  de  la  Peripetie?.  .  . 
L'Heroic,  le  Tragic,  use  indiferemment 
Avecques  le  Comic,  de  ce  dous  changement.19 

Whereas  the  purpose  of  tragedy  was  considered  by  some  to  consist 
in  giving  advice  to  kings  and  princes,  it  was  felt  that  the  lessons  of 
comedy  were  aimed  at  ordinary  people.  The  purpose  of  comedy  was 
to  teach  the  people  in  the  everyday  walks  of  life  what  to  avoid  and 
what  to  seek  out  of  the  complexities  of  life.  Or,  to  put  it  in  the  words 
of  Jacques  Grevin's  Brief  Discours  pour  P  intelligence  de  ce  theatre  attached 
to  La  Mort  de  Cesar  (i  561-1562), 

La  comedie  ...  est  un  discours  fabuleux,  mais  approchant  de  verite,  con- 
tenant  en  soy  diverses  manieres  de  vivre  entre  les  citadins  de  moyen  estat. 
Et  par  lequel  on  peult  apprendre  ce  qui  est  utile  pour  la  vie,  et  au  contraire 
cognoistre  ce  que  Ton  doit  fuir,  enseignez  par  le  bonheur  ou  malheur 
d'autruy.20 

That  Grevin  considers  comedy  to  be  concerned  with  members  of  the 
middle  class  is  seen  when  he  says  that  the  plot  of  a  comedy  contains 
"en  soi  diverses  manieres  de  vivre  entre  les  citadins  de  moyen  estat." 

Style  and  diction,  in  order  to  keep  decorum,  must  in  the  comedy 
be  less  dignified  and  more  colloquial  than  in  the  sublime  tragedy. 
For  Vauquelin  a  shorter  line  is  felt  fitting  for  the  comedy:  He  writes: 
"Mais  notre  vers  d'huict  sied  bien  aux  Comedies  Comme  celuy  de 
douze  aux  graves  Tragedies."  Peletier  also  separates  tragedy  and 
comedy  with  regard  to  style.  As  he  says:  "Partant  elles  [comedie  et 
tragedie]  doivent  etre  du  tout  differentes  en  style.  La  comedie  parle 
facilement,  et  comme  nous  avons  dit,  populairement."21 

Whereas  in  England  the  dramatic  theorists  were  often  contradicted 
by  the  popular  tragedy  of  the  London  playhouses,  this  was  not  so  in 
France.  Though  there  was  a  good  deal  more  tragic  theory  than 
practice,  the  few  tragedies  which  were  written  in  this  period  are  in 
the  strict  Senecan  tradition.  The  tragedies  of  Jodelle  and  Gamier 
are  built  according  to  the  accepted  critical  principles.  They  are 
didactic,  and  they  "accept  implicitly  the  traditional  dogma  of  classical 
theory,  that  tragedy  deals  with  kings  and  princes."22  They  were  ap- 

19  La  Fresnaye,  V Art  poetique,  III,  132,  135,  136,  137. 

20  Grevin,  Theatre  .  .  .  et  poesies,  p.  7.     21  Peletier,  L' Art  poetique,  p.  190. 

22  Alexander,  The  Poetical  Works  (L.  E.  Kastner  and  H.  B.  Charlton  edition),  I,  exxxiv. 
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predated  only  by  a  learned  and  select  audience  and  were  seldom 
publicly  performed. 

The  exact  class  distinctions  demanded  in  the  dramatic  forms  repre- 
sented more  than  literary  criticism.  In  asking  that  these  class  distinc- 
tions in  the  dramatic  genres  be  kept,  the  critics  were  attempting  to 
keep  rigid  the  social  demarcations  of  French  society.  In  so  doing  they 
were  following  the  lead  of  the  court.  Between  1 543  and  the  epoch  of 
the  League  no  less  than  eight  great  sumptuary  laws  were  promul- 
gated. Some  applied  to  all  subjects,  but  others  had  the  avowed  end 
of  maintaining  distinctions  of  rank.  They  complained  not  only  that 
the  bourgeois  wore  rich  clothes  but  also  that  "simple  gentilshommes" 
dressed  as  if  they  were  dukes  or  barons.  In  order  to  prevent  this,  the 
laws  prohibited  anyone  not  a  gentleman  from  wearing  ornaments  of 
gold  and  forbade  women  of  the  middle  class  to  call  themselves 
"dames."  Furthermore,  certain  precious  stuffs  could  be  worn  only 
by  members  of  the  higher  nobility.  So  far  was  this  carried  that  if  the 
laws  had  been  obeyed  (one  suspects  by  the  number  issued  that  they 
were  not),  one  could  have  recognized  the  exact  rank  of  any  French 
subject  by  his  clothes.23 

The  aristocratic  character  of  these  laws  is  high-lighted  when  we 
compare  them  to  the  sumptuary  edicts  of  the  Italian  Republics.  In 
Florence  the  early  aristocratic  constitution  wanted  diversity  of  social 
conditions  to  appear  even  in  dress,  but  as  the  state  became  more 
democratic  these  distinctions  were  progressively  reduced.  In  the 
Venetian  oligarchy  an  ironic  twist  was  given  to  the  usual  sumptuary 
regulations.  Rich  young  men  of  low  birth  attempted  to  identify  them- 
selves with  the  young  patricians  by  wearing  the  same  kind  of  clothes. 
When  the  young  patricians  protested,  the  Senate  not  only  rejected 
their  protest  but  also  issued  laws  forcing  them  to  keep  their  own  dress 
within  certain  limits.  The  Senate  feared  that  if  the  nobles  were  dis- 
tinguished in  dress,  the  people  would  see  only  too  clearly  by  how 
few  they  were  governed.24 

Returning  to  literary  criticism,  we  need  only  repeat  that  for  the 
Renaissance  French  critics  tragedy  was  distinguished  from  comedy  by 
the  rank  of  its  characters  and  that  the  setting,  costumes,  and  verse  forms 
sprang  from  this  difference.  Tragedy  taught  the  ethics  of  the  aristocracy, 
while  the  purpose  of  comedy  was  to  teach  the  private  citizen. 

23  Baudrillart,  Histoire  du  luxe,  III,  440-442.     2i  Ibid.,  Ill,  204,  346. 
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THEORIES  OF  THE  EPIC 

O  the  French  literary  critics  of  the  Renaissance  the 
term  "epic,"  or  heroic  poem,  was  far  more  vague  than 
it  is  today.  Certainly  they  were  far  from  conceiving  it 
to  be  limited  by  the  classical  models  of  Homer  and 
Virgil  as  we  have  a  tendency  to  do.  Perhaps  one  can 
best  understand  what  they  meant  when  we  remember  that  Ronsard 
called  it  simply  a  long  poem,  a  definition  as  delightfully  flexible  as 
most  modern  definitions  of  the  novel.  Yet,  living  in  an  age  when 
formal  literary  criticism  was  more  highly  esteemed  than  it  is  today, 
the  French  critics  did  leave  us  enough  dicta  so  that  we  can  reconstruct 
their  attitude  toward  this  poetic  form. 

In  speaking  of  theories  of  the  drama,  we  have  concerned  ourselves 
for  the  most  part  with  the  manner  in  which  they  reflect  the  social 
structure  of  the  age  in  which  they  were  formulated.  We  still  find  our- 
selves interested  in  this,  but  first  we  must  look  again  at  a  strong  social 
factor,  which  has  not  concerned  us,  since  we  were  discussing  the  vulgar 
tongue — that  of  nationalism.  From  the  most  ancient  times  the  epic 
has  been  connected  with  national  feeling;  and  in  the  French  of  the 
Renaissance,  bursting  with  a  new-found  nationalistic  fervor,  this  fact 
is  especially  true.  Whereas  in  disunited  Italy  poets  like  Boiardo  and 
Ariosto  could  choose  foreign  heroes  for  the  subject  of  their  "long 
poems,"  in  France  this  was  not  done.  Du  Bellay  places  the  writing 
of  an  epic  at  the  very  top  of  the  poetic  services  which  a  patriotic  poet 
should  perform  for  his  country.  With  his  spirit  urged  on  by  strong 
national  feeling,  Du  Bellay  hopes  for  a  French  Empire  which  will 
dominate  the  world  and  a  language  worthy  of  it.  The  writing  of  an 
epic  would  help  the  language  attain  its  goal  more  quickly  than  any- 
thing else.  Pleading  with  another  poet,  presumably  R.onsard,  to  un- 
dertake this  task,  Du  Bellay  writes  thus  in  La  Defense: 

si  tu  as  quelquefois  pitie  de  ton  pauvre  langaige,  si  tu  daignes  l'enrichir  de 
tes  thesors,  ce  sera  toy  veritablement  qui  luy  feras  hausser  la  teste,  et  d'un 
brave  sourcil  s'egaler  aux  superbes  langues  grecque  et  latine,  comme  a  faict 
de  nostre  tens  en  son  vulgaire  un  Arioste  Italien,  que  j'oseroy  (n'estoit  la 
sainctete  des  vieulx  poemes)  comparer  a  un  Homere  et  Virgile.  Comme  lui 
donq'  qui  a  bien  voulu  emprunter  de  nostre  langue  les  noms  et  l'hystoire 
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de  son  poeme,  choysi-moy  quelque  un  de  ces  beaux  vieulx  romans  francoys, 
comme  un  Lancelot,  un  Tristan,  ou  autres:  et  en  fay  renaitre  au  monde  un 
admirable  Iliade  et  laborieuse  Eneide.  .  .  .  Que  si  quelqu'un  n'a  du  tout  cete 
grande  vigueur  d'esprit,  cete  parfaite  intelligence  des  disciplines,  et  toutes 
ces  autres  commoditez  que  j'ai  nominees,  tienne  pourtant  le  cours  tel  qu'il 
poura.  Car  c'est  chose  honneste  a  celuy  qui  aspire  au  premier  ranc,  demeurer 
au  second,  voire  au  troisieme.  Non  Homere  seul  entre  les  Grecz,  non  Virgile 
entre  les  Latins,  ont  acquis  loz  et  reputation.  Mais  telle  a  ete  la  louange  de 
beaucoup  d'autres,  chacun  en  son  genre,  que  pour  admirer  les  choses 
haultes,  on  ne  laissoit  pourtant  de  louer  les  inferieures.1 

Du  Bellay  looks  at  the  old  French  Romances  as  a  mine  of  national 
material  waiting  to  be  used  by  the  poet  who  will  perform  this  patriotic 
task  of  epic  writing.  Pierre  de  Ronsard  hearkened  to  the  requests  of 
Du  Bellay  and  others  and  wrote  the  Franciade  (1572),  a  work  which, 
though  of  little  account  today,  the  poet  hoped  would  give  him  lasting 
glory.  The  fact  that  he  was  unable  to  complete  it  is  evidence  of  how 
difficult  it  was  to  write  an  epic  "on  order."  Ronsard  tells  us  in  his 
preface  that  the  epic  is  pre-eminently  a  national  form  and  should  be 
based  on  old  national  legends.  He  says: 

Au  reste,  Lecteur,  je  te  veux  bien  advertir,  que  le  bon  Poete  jette  tousjours 
le  fondement  de  son  ouvrage  sur  quelques  vieilles  Annales  du  temps  passe, 
ou  renommee  inveteree  laquelle  a  gaigne  credit  au  cervau  des  hommes.  .  . 
Comme  Virgile.  .  .  .  Homere  au  paravant  luy  en  avoit  fait  de  mesmes.  .  .  . 
comme  nous  faisons  des  contes  de  Lancelot,  de  Tristan,  de  Gauvain  & 
d'Artus.  .  .  .  Or  imitant  ces  deux  lumieres  de  Poesie,  fonde  et  appuye  sur 
nos  vieilles  Annales,  j'ay  basti  ma  Franciade  (1587).2 

The  Art  poetique  (1605)  of  Vauquelin  supports  this  view  of  the  epic. 
Vauquelin  states  that  the  epic  should  have  a  national  subject.  Ariosto, 
he  continues,  paid  France  a  compliment  by  borrowing  from  her  na- 
tional legends  for  his  poem: 

Plus  hardiment  a  pris  les  gestes  hasardeux 

De  nos  vieux  Paladins  connus  par  tout  le  monde, 

Et  les  preux  chevaliers  de  nostre  Table  Ronde. 

Amadis  de  Gaule  was  taken  from  the  French  by  the  Spaniards,  too, 
though  it  has  been  recently  restored  to  France  in  a  translation  by 

1  Du  Bellay,  Defense  et  illustration,  pp.  234-240. 

2  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  84. 
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Herberay  des  Essarts  (d.  1552).  Certainly,  says  Vauquelin,  the  French 
have  a  better  claim  to  their  own  history  than  other  nations.  He  adds: 

Et  quand  nous  reprendrons  ces  beaux  larcins  connus 
De  rien  nous  ne  pouvons  leur  en  estre  tenus.3 

If  men  of  other  nationalities  can  use  French  subject  matter,  surely 
the  patriotic  pens  of  French  poets  should  be  at  work.  Because  of  its 
ancient  fame  and  high  purpose,  the  epic  is  considered  to  rank  above 
all  other  poetry  and  to  contain  in  itself  the  materials  and  modes  of 
all  the  other  forms.  Both  patriotism  and  the  desire  for  poetic  fame 
should,  then,  urge  the  poet  on  to  the  task  of  writing  a  heroic  poem. 
Vauquelin  writes: 

Car  toute  Poesie  il  contient  en  soymeme 

Soit  tragique  ou  Comique,  ou  soit  autre  Poeme.4 

As  we  turn  from  the  nationalistic  aspects  of  epic  theory  to  the  class 
basis,  we  see  that  the  epic,  as  well  as  the  tragedy,  is  considered  an 
aristocratic  form.  The  proper  characters  for  the  epic  are  kings  and 
princes,  and  the  subject  matter  has  to  be  fitting  for  such  exalted 
persons.  Affairs  of  state,  battles,  and  chivalric  adventures  are,  then, 
the  province  of  the  epic  poet.  Peletier,  in  his  Art  poetique  (1555),  de- 
clares the  heroic  poem  to  be  the  most  exalted  of  all  poetic  forms  and 
the  heroic  subject  to  be  war: 

L'ceuvre  heroique  est  celui  qui  donne  le  prix,  et  le  vrai  titre  de  Poete.  Et 
si  est  de  tel  compte  et  de  tel  honneur:  qu'une  langue  n'est  pour  passer  en 
celebrite  vers  les  siecles,  sinon  qu'elle  ait  traite  le  Sujet  Heroique,  qui  sont 
les  guerres.  Nous  dirons  done  les  autres  genres  d'ecrits  etre  les  Rivieres  et 
ruisseaux,  et  PHero'ique  etre  comme  une  Mer,  ains  une  forme  et  image 
d'univers:  d'autant  plus  qu'il  n'est  matiere,  tant  soit-elle  ardue,  precieuse, 
ou  excellente  en  la  nature  des  choses,  qui  ne  s'y  puisse  apporter,  et  qui  n'y 
puisse  entrer.5 

3  La  Fresnaye,  U Art  poetique,  II,  1 1 6—1 1 8.  To  an  English  ear  it  sounds  strange  for  Ron- 
sard  and  La  Fresnaye  to  speak  of  the  matter  of  Arthur  as  French.  Yet,  it  must  be  admitted 
that  the  French  have  as  good  a  claim  to  the  legend  as  the  English.  The  heroes  of  the 
Table  Round  may  have  fought  on  English  soil,  but  they  were  Celts,  not  Anglo-Saxons. 
At  the  same  time  the  tales  of  Arthur  were  considered  part  of  the  national  tradition  of 
northwest  France.  Even  more  important  is  the  fact  that  the  legends  first  received  artistic 
form  at  the  hands  of  such  French  poets  as  Marie  de  France,  Beroul,  and  Chrestien  de 
Troyes.  It  need  not  surprise  us,  then,  that  the  French  writers  looked  upon  the  stories  of 
Arthur  as  essentially  national  material.  Nevertheless,  Ronsard  acknowledges  that  the 
story  of  the  Table  Round  is  an  obvious  subject  for  an  English  epic  in  his  verses  to  the 
Tres  Haute  et  tres  illustre  .  .  .  Elisabet  Reine  d'Angleterre. 

4  Ibid.,  I,  28.      5  Peletier,  U Art  poetique .  p.  1 94. 
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In  another  part  of  his  treatise  Peletier  again  mentions  that  kings 
and  princes  are  the  characters  of  the  heroic  poem  and  that  the  most 
dignified  of  subjects,  war,  is  reserved  for  it: 

II  reste  le  sujet  de  la  guerre,  le  plus  digne  et  le  plus  grave  de  toute  la  Poesie: 
a  raison  que  les  hautes  personnes  y  entrent,  comme  Rois  et  Princes:  lesquels 
seuls  ont  puissance  de  faire  la  guerre.  Et  par  ce  qu'ils  sont  suivis  et  accom- 
pagnes  de  toutes  sortes  de  gens:  le  Poete  a  occasion  de  parler  de  toutes 
sortes  d' arguments.6 

War  is  a  worthy  subject  because  only  great  persons  have  power 
enough  to  wage  it.  Ronsard,  too,  is  of  this  opinion.  "Le  Poeme 
heroique,"  he  says,  "est  tout  guerrier."  To  Vauquelin  the  epic  is  the 
mirror  of  the  world  and  contains  all  within  itself.  Even  so,  in  his  de- 
scription the  critic  puts  his  emphasis  on  the  aristocratic  pursuits  of 
the  camp: 

C'est  un  tableau  du  monde,  un  miroir  qui  raporte 

Les  gestes  des  mortels  en  differente  sorte. 

On  y  void  peint  au  vray  le  gendarme  vaillant, 

Le  sage  capitaine  une  ville  assaillant, 

Les  conseils  d'un  viel  homme,  escarmouches,  batailles, 

Les  ruses  qu'on  pratique  au  siege  des  murailles, 

Les  joustes,  les  tournois,  les  festins  et  les  jeux, 

Qu'une  grand'  Royne  fait  au  Prince  courageux, 

Que  la  mer  a  jette  par  un  piteux  naufrage, 

Apres  mille  dangers  a  bord  a  son  rivage. 

On  y  void  les  combats  les  harengues  des  chefs, 

L'heur  apres  le  malheur,  et  les  tristes  mechefs 

Qui  taillonnent  les  Roys.  .  ? 

Peletier,  speaking  of  his  abortive  epic  UHerculeide,  talks  of  his  plan 
as  "le  plus  digne  de  tous  les  sujets  Poetiques."  He  declares  his  choice 
of  subject  is  proper  to  France  and  gives  a  list  of  the  approved  subjects 
which  the  epic  poet  has  to  deal  with: 

C'est  une  Herculeide,  titre  le  plus  haut  et  le  plus  heroique  qui  ait  ete  au 
Royaume   des   Muses:   et   qui  plus  est,  propre  a  notre  France:  vu  meme 

6  Ibid.,  83.  War  was  a  subject  that  naturally  appealed  to  the  heroic  poet  and  equally 
natural  was  the  identification  of  war  with  the  affairs  of  kings.  Anyone  who  reads  Erasmus, 
Education  of  a  Christian  Prince,  is  impressed  by  his  evidence  that  war  in  pre-Renaissance 
and  Renaissance  Europe  was  to  a  large  extent  due  to  the  penchant  of  kings  for  martial 
glory. 

7  La  Fresnaye,  L'  Art  poetique,  I,  26—27. 
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qu'  Hercule  fut  surnomme  Gallique.  Sus  quoi  je  n'ignorais  pas  la  grandeur  de 
l'entreprise,  guerres,  erreurs,  astres,  enfers,  amours,  toutes  sectes  de  philoso- 
phic, accord  des  temps  et  des  genealogies:  Grief,  un  sujet  qui  ne  saurait 
etre  du  a  un  Poete  sans  une  faveur  singuliere  des  Cieux.8 

"La  grandeur  de  l'entreprise"  of  the  epic  casts  its  glory  over  the 
poet,  and  the  very  writing  of  a  heroic  poem  makes  the  poet  heroic. 
Peletier  feels  that  the  grave  and  dignified  atmosphere  in  which  the 
princes  and  the  kings  of  the  epic  poem  move  should  not  be  tainted 
with  any  touch  of  frivolity.  As  a  result,  he  finds  that  Ariosto  is  not 
worthy  to  be  a  model  for  the  French  epic  poet  in  this  respect,  since 
he  has  failed  to  keep  a  uniformly  dignified  tone.  As  he  says: 

L'Arioste  encore  a  tant  de  choses  legeres  et,  comme  les  Latins  disent,  futiles, 
melees  parmi  son  livre,  certes  indignes  du  poeme  heroi'que:  et  sont  celles 
qui  ne  peuvent  donner  splendeur  aux  ecrits,  et  qu'il  faut  expressement 
delaisser.  J'entends  un  tas  de  contes  et  plaisanteries  qui,  au  lieu  de  plaire, 
sont  desagreables,  au  moins  en  un  tel  lieu.9 

Ronsard  joins  with  Peletier  in  convicting  Ariosto  of  lack  of  decorum 
in  mixing  "grotesque"  with  the  heroic  subjects  of  war  and  enterprise 
of  moment.  He  talks  of  "une  Poesie  fantastique  comme  celle  de 
l'Arioste,  de  laquelle  les  membres  sont  aucunement  beaux,  mais  le 
corps  est  tellement  contrefaict  &  monstrueux  qu'il  ressemble  mieux 
aux  resveries  d'un  malade  de  fievre  continue  qu'aux  inventions  d'un 
homme  bien  sain."10 

In  order  to  avoid  this  breach  of  decorum  the  poet  must  carefully 
follow  his  Greek,  Latin,  and  Italian  models  so  that  he  will  make  no 
errors  in  his  description  of  the  way  kings  talk  and  act  and  the  battles, 
sieges,  and  voyages  they  undertake.  Vauquelin  states  this  precisely: 

De  quel  air,  en  quels  vers  on  doit  des  Empereurs, 
Des  Princes  et  des  Rois  descrire  les  erreurs, 
Les  voyages,  les  faits,  les  guerres  entreprises, 
D'un  siege  de  dix  ans  les  grandes  villes  prises, 
L'enseigne  Homere  Grec,  et  Virgile  Romain.  .  . 
Pour  t'aider  tu  pourras  bien  remarquer  tes  fautes 

8  Peletier  du  Mans,  L 'Art  poetique,  pp.  86-87.  In  the  background  of  all  the  treatments 
of  Hercules  in  the  Renaissance  was  the  euhemeristic  theory  which  explained  him  as  a 
synthetic  survival  of  several  champions.  That  view,  in  turn,  flattered  the  value  which  the 
aristocracy  put  upon  itself. 

9  Ibid.,  pp.  103-104. 

10  Ronsard,  Preface  to  the  Franciade  (1572),  in  his  CEuvres,  VII,  67. 
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Dedans  la  Thebiade  et  dans  les  Argonautes, 

Suivre  un  coulant  Ovide  et  cet  Italien, 

Qui  ne  les  suit  de  loin,  bien  que  d'un  seul  lien, 

Dans  un  mesme  sujet  de  trois  lignes,  il  assemble 

Un  long  siege,  un  voyage  et  maint  amour  ensemble.11 

The  kings  and  princes  of  the  poet's  poem  must  have  a  fitting  back- 
ground for  their  noble  persons.  The  pomp  and  circumstances  of  royal 
life  should  follow  the  kings  into  the  epic  poem,  and  the  poet  may 
describe,  according  to  Ronsard: 

Un  magnifique  Palais,  qu'ils  enrichissent,  dorent  &  embellissent  par  le  dehors 
de  Marbre,  Jaspe  &  Porphire,  de  guillochis,  ovalles,  frontispices  &  pieds- 
destals,  frises  et  chapiteaux  &  par  dedans  de  Tableaux  tapisseries  eslevees 
&  bossees  d'or  et  d'argent,  &  le  dedans  des  tableaux  cizelez  &  burinez, 
raboteux  &  difficiles  a  tenir  es  mains,  a  cause  de  la  rude  engraveure  des 
personnages  qui  semblent  vivre  dedans. 12 

One  is  reminded  of  the  highly  decorative  architecture  of  the  age  and 
the  love  of  ostentatious  display  so  characteristic  of  the  Renaissance 
aristocracy. 

Not  only  has  the  background  of  the  poem  to  be  fitting  to  the  aristoc- 
racy, but  the  tone  and  style,  the  very  words  and  meter  used,  have  to 
be  of  the  grave  and  dignified  sort.  According  to  Du  Bellay,  the  epic 
poet  has  an  especial  obligation  to  enrich  the  language,  even  to  the 
extent  of  coining  new  words.  The  connection  between  this  process  of 
enrichment  and  the  aristocracy  has  already  been  pointed  out.  Du 
Bellay  addresses  the  epic  poet: 

Ne  crains  donques,  Poete  futur,  d'innover  quelques  termes,  en  un  long  poeme 
principalement,  avecques  modestie  toutesfois,  analogie  et  jugement  de  l'or- 
eille,  et  ne  te  soucie  que  le  treuve  bon  ou  mauvais:  esperant  que  la  posterite 
P appro uvera,  comme  celle  qui  donne  foy  aux  choses  douteuses,  lumiere  aux 
obscures,  nouveaute  aux  antiques,  usaige  aux  non  accoutumees  et  doucer 
aux  apres  et  rudes.18 

Since  old  words  add  dignity  to  the  poem,  the  epic  poet,  following 
the  example  of  Virgil,  mav  revive  certain  old  usages  for  this  purpose. 
Jacques  de  La  Taille  says  the  poet  will: 

11  La  Fresnaye,  V Art  poetique,  I,  23-24. 

12  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  85. 

13  Du  Bellay,  La  Defense,  pp.  253-254. 
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remettre  en  usage  et  quasi  comme  resusciter  ceux  [les  mots]  que  nous  avons 
laisse  perdre,  de  maniere  que  nous  prendrons  dans  nos  vieux  autheurs 
frangois  comme  dans  le  Rommant  de  la  Rose  ce  que  Virgile  cherchoit  dans  les 
vers  d'Ennie,  et  comme  il  dit  olli  et/uat  pour  Mi  et  sit,  nous  dirons  en  un 
grand  poesme  voez  pour  voyez,  voult  et  puist  pour  voulut  et  puisse;  venist  pour 
vint,  tenisse  pour  tinsse,  au  pour  avecques.li 

Even  more  important  than  the  question  of  vocabulary  is  the  ques- 
tion of  tone.  It  is  the  tone  which  separates  the  aristocratic  work  of 
art  from  the  plebeian.  Ronsard  describes  the  epic  poet  in  these  words: 

.  .  .  celuy  qui  pourra  faire  un  tel  ouvrage,  &  qui  aura  une  bouche  sonnant 
plus  hautement  que  les  autres,  &  toutefois  sans  se  perdre  dans  les  nues,  qui 
aura  l'esprit  plus  plein  de  prudence  &  d'advis,  et  les  conceptions  plus 
divines,  &  les  paroles  plus  rehaussees  &  recherchees,  bien  assises  en  leur 
lieu  par  art  &  non  a  la  volee,  donne  luy  nom  de  Poete.15 

Ronsard  leaves  us  no  doubt  that  by  "une  bouche  sonnant  plus  haute- 
ment" he  is  advocating  a  diction  removed  from  the  speech  of  the 
people  and  thus  more  proper  for  the  grand  theme  of  the  epic.  Laudun 
says  the  same  thing  in  his  Art  poetique,  when  he  says  that  it  is  necessary 
that  the  epic  poet  "separe  son  discours  du  vulgaire."  Nobility  of  tone 
is  considered  attained  in  proportion  to  the  poet's  or  the  speaker's 
avoidance  of  the  vocabulary  and  phraseology  of  the  common  man. 
Like  the  embroidered  dress  of  a  maid  of  honor,  the  epic  poem  has 
to  be  highly  ornamented;  but,  instead  of  rosettes  and  sewn  pearls  it 
is  decorated  with  figures  and  flowers  of  speech.  The  poet  will,  says 
Ronsard,  use  the  impressive  splendor  of: 

Figures,  Schemes,  Tropes,  Metaphores,  Phrases  &  Periphrases  eslongnees 
presque  du  tout,  ou  pour  le  moins  separees  de  la  Prose  triviale  et  vulgaire 
.  .  .  et  les  illustrant  de  comparaisons  bien  adaptees,  de  descriptions  florides, 
e'est  a  dire  enrichies  de  passements,  broderies,  tapisseries,  &  entrelassements 

14  La  Taille,  La  Maniere  de  faire  des  vers  en  franqois,  quoted  by  Patterson  in  French 
Poetic  Theory,  I,  642.  This  quotation  from  La  Taille  reminds  one  forcibly  of  Veblen's  com- 
ments on  archaic  speech.  He  writes:  "Classic  speech  has  the  honorific  virtue  of  dignity;  it 
commands  attention  and  respect  as  being  the  accredited  method  of  communication  under 
the  leisure-class  scheme  of  life,  because  it  carries  a  pointed  suggestion  of  the  industrial 
exemption  of  the  speaker.  The  advantage  of  the  accredited  locutions  lies  in  their  reputabil- 
ity;  they  are  reputable  because  they  are  cumbrous  and  out  of  date,  and  therefore  argue 
waste  of  time  and  exemption  from  the  use  and  the  need  of  direct  and  forcible  speech." 
The  Theory  of  the  Leisure  Class,  p.  400. 

16  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  91. 
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de  fleurs  poetiques,  tant  pour  representer  la  chose,  que  pour  l'ornament  et 
splendeur  des  vers.16 

The  rich  ornaments  of  this  aristocratic  poetry  should  be  set  in  a 
meter  grave  and  dignified.  As  Vauquelin  writes  of  the  French  epic: 

En  vers  de  dix  ou  douze  apres  il  le  faut  mettre: 
Ces  vers  la  nous  prenons  pour  le  grave  Hexametre.17 

The  Alexandrine  is  considered  the  best  substitute  for  the  Latin 
hexameter,  just  as  in  England  the  blank  verse  line  of  five  feet  serves 
the  same  purpose.  In  a  formal  age,  when  representing  the  talking  and 
acting  of  high-placed  formal  people,  the  poet  who  used  the  long  line 
was  probably  being  more  realistic  than  we  might  otherwise  think. 
The  Alexandrine  was  certainly  nearer  the  rhythms  of  formal  speech 
than  a  shorter  line  would  have  been.  Today  poets  are  experimenting 
with  short  lines  in  an  attempt  to  get  the  feeling  of  popular  speech 
which  the  long  line  no  longer  gives,  since,  apparently,  the  neurology 
of  the  age  is  somewhat  different.  The  Alexandrine  is  generally  ac- 
cepted as  the  most  sonorous  and  most  dignified  measure.  As  Ronsard 
writes: 

La  composition  des  alexandrins  doit  estre  grave,  hautaine  et  (si  faut  ainsi 
parler)  altiloque,  d'autant  qu'ils  sont  plus  longs  que  les  autres,  et  sentiroyent 
la  prose,  si  n'estoyent  composez  de  mots  eleus,  graves,  et  resonnans,  et  d'une 
ryme  assez  riche,  afin  que  telle  richesse  empesche  le  stille  de  la  prose,  et 
qu'elle  se  garde  tousjours  dans  les  oreilles,  jusques  a.  la  fin  de  l'autre  vers 
qui  est  long.18 

Nevertheless,  when  Ronsard  came  to  compose  his  Franciade,  he 
used  the  decasyllable  instead.  Yet,  the  Alexandrine  was  still,  accord- 
ing to  his  own  testimony,  "plus  favorablement  receuz  de  nos  Seigneurs 
et  Dames  de  la  Court,  et  de  toute  la  jeunesse  Frangoise";  so  he  hints 
that  if  he  did  not  use  this  meter,  it  was  because  the  king  had  com- 
manded him  not  to  use  it.  He  says: 

Si  je  n'ay  commence  ma  Franciade  en  vers  Alexandrins,  lesquels  j'ay  mis 
(comme  tu  sgais)  en  vogue  et  en  honneur  il  s'en  faut  prendre  a  ceux  qui  ont 
puissance  de  me  commander  et  non  a  ma  volonte:  car  cela  est  fait  contre 
mon  gre,  esperant  un  jour  la  faire  marcher  a  la  cadance  Alexandrine:  mais 
pour  cette  fois  il  faut  obeyr  (1565).19 

16  Ibid.,  p.  76.      17  La  Fresnaye,  V  Art  poelique,  I,  28. 

18  Ronsard,  Abbrege  de  Part  poetique,  in  his  QLuvres,  VII,  58.      19  Ibid.,  p.  59. 
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Whether  this  is  true  or  false  does  not  matter,  since  it  shows  that  the 
Alexandrine  is  the  accepted  cadence.  Vauquelin,  who  finds  so  much 
to  praise  in  Ronsard,  regrets  that  he  failed  to  use  this  meter  in  his 
long  poem. 

Since  the  epic  is  the  mirror  of  noble  life  idealized,  its  purpose  is, 
obviously,  that  of  a  sort  of  conduct  book  on  which  the  aristocracy 
can  model  itself.  It  contains  precepts  for  all  aspects  of  life.  As  Vau- 
quelin says: 

Bref  tous  y  vont  cherchant,  comme  sont  leurs  humeurs, 
Des  raisons,  des  discours,  pour  y  former  leurs  moeurs.20 

Thus,  the  class  to  which  the  epic  is  useful  is  that  portrayed  in  its 
lines,  the  aristocracy.  Ronsard  addresses  his  poem  directly  to  King 
Charles: 

Charles,  mon  Prince  enflez-moy  le  courage 
Pour  vostre  honneur,  j'entrepren  cet  ouvrage.21 

The  poem  is  full  of  advice  for  the  king  and  his  noblemen.  Although, 
Ronsard  does  not,  like  Spenser,  proclaim  that  his  purpose  is  the 
fashioning  of  a  gentleman,  he  is  careful  to  give  numerous  examples 
of  the  kinds  of  action  the  good  king  should  undertake  and  the  tyran- 
nous acts  he  should  avoid,  interspersed  with  such  gnomic  couplets  as: 

II  ne  faut  estre  aux  affaires  retif 
La  Royaute  est  un  mestier  actif.22 

When  the  king  for  whom  these  precepts  were  written  dies,  Ronsard 
no  longer  has  the  inspiration  to  continue  his  epic.  He  leaves  it  un- 
finished with  these  words: 

Si  le  Roy  Charles  eust  vescu 
J'eusse  acheve  ce  long  ouvrage: 
Si  tost  que  la  mort  l'eut  veincu 
Sa  mort  me  veinquit  le  courage.23 

20  La  Fresnaye,  L'Art  poetique,  I,  26. 

21  Ronsard,  La  Franciade,  in  his  CEuvres,  VII,  12. 

22  Ibid.,  VII,  171.     23  Ibid.,  UAutheur  park,  VII,  176. 
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N  order  to  prove  the  aristocratic  bias  of  the  bulk  of 
French  criticism,  one  would  not  even  need  to  analyse 
the  critical  dicta  on  the  forms  of  poetry  as  closely  as  we 
have  done,  since  one  can  cull  innumerable  examples  of 
outspoken  aristocratic  pride  and  condemnation  of  the 
"peuple"  from  the  standard  critical  writings.  This  will  not  surprise 
us  when  we  realize  that  the  critics  considered  poetry  an  aristocratic 
enterprise,  while  the  poets,  aristocrats  themselves  in  many  cases, 
wrote  for  the  court  or  great  lords  and  received  patronage  in  return. 
Du  Bellay,  in  the  first  "Preface"  to  L Olive  (1549),  declares  that  he 
writes  for  an  aristocratic  and  learned  audience: 

Je  ne  cherche  point  les  applaudissements  populaires.  II  me  suffit  pour  tous 
lecteurs  avoir  un  S.  Gelays,  un  Heroet,  un  de  Ronsart,  un  Charles,  un 
Sceve,  un  Bouju,  un  Salel,  un  Martin,  &  si  quelques  autres  sont  encor'  a 
mettre  en  ce  rame.  A  ceulx-la  s'adressent  mes  petits  ouvraiges.1 

The  close  linking-together  of  the  aristocracy  and  learning  is  natural 
here.  The  aristocracy  prides  itself  upon  being  learned  and  looks  upon 
the  people  as  ignorant.  Du  Bellay  finds  Baif's  learning  the  subject  for 
a  laudatory  sonnet  which  ends: 

Et  nul  de  toy  hardieusement  en  France 
Va  dechassant  l'indoctime  ignorance 
Docte,  doctieur,  et  doctime  Baif.2 

Du  Bellay  advises  the  poets  to  aim  to  please  the  cultured  few  and  to 
avoid  trying  to  appeal  to  the  ignorant  masses: 

Seulement  veux-je  admonnester  celuy  qui  aspire  a  une  gloyre  non  vulgaire, 
s'eloingner  de  ces  ineptes  admirateurs,  fuyr  ce  peuple  ignorant,  peuple 
ennemy  de  tout  rare  et  antique  sgavoir,  se  contenter  de  peu  de  lecteurs,  a 
l'exemple  de  celuy  qui  pour  tous  auditeurs  ne  demandoit  que  Platon,  et 
d'Horace,  qui  veult  ses  ceuvres  estre  leuz  de  trois  ou  quatre  seulement, 
entre  les  quelz  est  Auguste.3 

1  Du  Bellay,  CEuvres  poetiques,  I,  8. 

2  Du  Bellay,  Jeux  rustiques,  Sonnet  to  "J.  Ant.  de  Baif,"  in  his  Poesies  Jranqaises  et  latines. 
ed.  by  E.  Coubert,  II,  422. 

3  La  Defense,  pp.  316-317. 
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Horace's  Odi  profanum  vulgus  is  remembered  by  the  poets  and  the 
critics  and  echoed  again  and  again.  Du  Bellay  translates  it  as  "Je 
hais  le  profane  vulgaire  et  je  l'ecarte."  Laudun,  too,  insists  upon  a 
noble  tone  and  says  that  the  poet  must  "separer  son  discours  du  vul- 
gaire." Ronsard  interprets  Horace's  phrase  to  mean  that  you  will 
avoid  as  much  as  possible  the  use  of  the  speech  of  the  people  and 
even  the  kind  of  poetry  they  enjoy: 

Tu  enrichiras  ton  Poeme  par  varietez  prises  de  la  Nature,  sans  extravaguer. 
.  .  .  Car  pour  vouloir  trop  eviter,  et  du  tout  te  bannir  du  parler  vulgaire.  .  . 
faire  des  grotesques.  .  .  et  non  une  naifve  et  naturelle  poesie,  tu  seras  imitateur 
d'lxion,  qui  engendra  des  Phantosmes  au  lieu  de  legitimes  et  naturels  enfans. 4 

Although  the  poet  must  avoid  the  "grotesques"  of  popular  speech, 
the  ideal  is  far  from  being  the  "naifve  and  naturelle"  poetry  Ronsard 
here  speaks  of.  On  the  contrary,  in  their  desire  to  disassociate  them- 
selves from  the  people,  the  poets  advocate  and  practice  a  poetry  so 
learned  and  so  allusive  that  only  the  little  clique  they  write  for  could 
understand  it.  Le  Caron  sets  this  kind  of  poetry  up  as  an  ideal  and 
explains  that  the  mind  of  man  is  such  that  "rien  n'est  qui  plus  l'exerce 
en  ses  conceptions,  qui  lui  apporte  plus  grande  volupte  et  qui  le 
rende  plus  content  que  de  decouvrir  les  choses  plus  separees  de  la 
connoissance  du  vulgaire."5 

With  this  attitude  toward  art,  Le  Caron  arrives  at  a  conception  of 
poetry  as  a  sort  of  puzzle  that  can  be  understood  only  by  the  initiated. 
Obscurity  is  necessary  in  order  to  prevent  the  people  from  com- 
prehending the  sacred  inventions  of  the  aristocratic  poets: 

Ainsi  les  poetes  .  .  .  pensant  estre  indignes  de  prostituer  leurs  sacrees  in- 
ventions au  profane  vulgaire,  les  ont  voulu  couvrir  de  fables:  afin  qu'elles 
ne  fussent  entendues  que  des  plus  sages  et  doctes.  Toutesfois  si  nai'vement 
elles  imitent  et  representent  la  nature,  qu'elles  semblent  estre  tirees  d'elle; 
les  autres  sont  plus  graves  et  eloignees  de  l'opinion  commune,  sous  lesquelles 
aussi  sont  cachees  les  plus  hautes  et  excellentes  choses,  mais  si  obscures,  que 
l'ignorante  multitude  eut  mal  fait  son  profit  si  autrement  elles  eussent  ete 
revelees.6 

Actually,  the  term  "obscure"  is  meant  as  a  compliment.  Art  is  con- 

4  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  78. 

5  Le  Caron,  Dialogues,  f.  1 32V.  My  quotations  from  Le  Caron  are  from  Raymond. 
U  Influence  de  Ronsard. 

6  Ibid.,  ff.  i32r,  i33r. 
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ceived  of  as  something  essentially  aristocratic,  as  may  be  seen  in  this 
remark  by  Ronsard  about  music  in  his  Preface  sur  la  musique  au  Roy 
Francois  I.  He  says:  "La  Musique  a  tousjours  este  le  signe  et  la  merque 
de  ceux  qui  se  sont  monstrez  vertueux,  magnanimes  et  veritablement 
nez  pour  ne  sentir  rien  de  vulgaire."  Naturally,  the  king,  to  whom 
the  Preface  is  addressed,  is  best  of  all  men  fitted  to  enjoy  the  subtleties 
of  art. 

One  of  the  disciplines  to  which  the  poet  must  subject  himself  is  the 
search  for  inventions  which  are  removed  from  the  vulgar  taste. 
Deimier,  in  the  Academie,  voices  his  approval  of  Ronsard's  ideas: 

Ronsard  est  aussi  extrement  digne  d'estre  admire  .  .  .  quant  il  diet  que  Ton 
doit  inventer  choses  belles  &  grandes  .  .  .  adjoustant  que  ces  inventions  ou 
conceptions  desquelles  on  n'en  peut  donner  reigle  manifeste  pour  estre 
spirituelles,  doivent  estre  bien  ordonees  et  disposees:  &  que  bien  qu'elles 
semblent  passer  celles  du  vulgaire,  elles  doivent  estre  toutesfois  de  telle 
sorte,  qu'elles  puissent  estre  facilement  connues  &  entendues  d'un  chacun.7 

In  a  way,  this  position  is  a  compromise,  since  Deimier  advocates 
poetry  clear  enough  to  be  easily  understood,  while  demanding  that 
it  be  separated  from  the  taste  of  the  masses.  Certainly  Le  Caron 
would  not  understand  the  demand  for  clarity.  Ronsard  feels  that  the 
way  to  separate  one's  style  from  the  vulgar  is  to  use  figures  of  speech, 
metaphors,  and  tropes  in  abundance.  The  verse  of  the  aristocratic 
poet  must  be  as  highly  ornamented  in  comparison  to  vers  communs 
as  is  the  doublet  of  the  courtier  to  the  plain  jacket  of  the  tradesman. 
Ronsard  thus  advises  in  regard  to  vers  Alexandrins: 

Au  reste,  ils  ont  trop  de  caquet,  s'ils  ne  sont  bastis  de  la  main  d'un  bon 
artisan,  qui  les  face  autant  qu'il  luy  sera  possible  hausser,  comme  les  pein- 
tures  relevees,  et  quasi  separer  du  langage  commun,  les  ornant  et  en- 
richissant  de  Figures,  Schemes,  Tropes,  Metaphores,  Phrases  et  Periphrases 
eslongnees,  presque  du  tout,  ou  pour  le  moins  separees  de  la  Prose  triviale 
et  vulgaire  (car  le  style  prosaique  est  ennemy  capital  de  1'eloquence  poetique) 
et  les  illustrant  de  comparaisons  bien  adaptees,  de  descriptions  florides,  e'est 
a  dire  enrichies  de  passements,  broderies,  tapisseries  et  entrelassements  de 
fleurs  poetiques,  tant  pour  representer  la  chose,  que  pour  l'ornement  et 
splendeur  des  vers.8 

7  Deimier,  U  Academie  de  Vart  poetique,  Preface. 

8  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  VII,  76. 
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The  French  language  is  poor  because  it  is  the  language  of  the 
ignorant  populace,  and  the  duty  of  the  poet  is  to  make  it  a  fitting  in- 
strument for  noble  poetry  by  enriching  it  with  the  splendor  of  new 
and  precious  words: 

Elocution  n'est  autre  chose  qu'une  propriete  et  splendeur  de  paroles  bien 
choisies  et  ornees  de  graves  et  courtes  sentences  qui  font  reluyre  les  vers 
comme  les  pierres  precieuses  bien  enchassez  les  doigts  de  quelque  grand 
Seigneur.  Soubz  l'Elocution  se  comprend  PElection  des  paroles,  que  Vergile 
et  Horace  ont  si  curieusement  observee.  .  .  .  Le  peuple  ignorant  a  fait  les  lan- 
gages,  et  non  les  scavants.  .  .  .  Ayant  trouve  desja  les  mots  faits  par  le  peuple, 
ils  ont  este  contraints  d'en  user  pour  donner  a  entendre  plus  facilement  au 
vulgaire  leurs  conceptions,  par  un  langage  desja  receu.  .  .  .  Nostre  langue  est 
encore  pauvre,  et.  .  .  qu'il  faut  mettre  peine  quoyque  murmure  le  peuple 
avec  toute  modestie,  de  l'enrichir  et  cultiver  (1565).9 

The  image  of  the  precious  stones  on  the  hands  of  a  great  Lord  is  in 
perfect  harmony  with  Ronsard's  aesthetics.  Notice,  too,  he  says,  that 
the  language  must  be  enriched  whether  "le  peuple"  like  it  or  not. 
Indeed,  the  touchstone  of  good  poetry,  according  to  Ronsard,  is 
whether  the  language  is  ornamented  enough  to  remove  it  from  the 
"parler  commun."10  Pontus  de  Tyard  takes  occasion  to  praise  those 
poets  who  have  so  richly  ornamented  their  verses  as  to  be  nearly  in- 
comprehensible to  the  vulgar  populace: 

Ne  vous  ennuirois  de  ce  discours,  si  je  ne  scavois  que  le  souvenir  de  telles 
choses  vous  servira  de  quelque  lumiere  a  la  lecture  des  ceuvres  de  tant  de 
doctes  Poetes  de  ce  temps,  qui  decorent  si  richement  leurs  vers  des  ornements 
de  l'antiquite,  que  malaisement  y  pourront  les  ignorans  et  grossiers  rien 
comprendre.11 

When  his  friend  Pasithee  objects  to  this  statement,  Pontus  declares 
that  "Pintention  du  bon  Poete  n'est  de  non  estre  entendu,  ny  aussi 
de  se  baisser  et  accomoder  a  la  vilte  du  vulgaire." 12 

So  anxious  is  Jacques  de  la  Taille  to  avoid  writing  according  to 
the  taste  of  the  people  that  he  advocates  the  introduction  of  quantity 
into  French  verse  in  order  to  avoid  the  vulgarity  of  rhyme.  In  order 
to  accomplish  this,  he  re-spells  and  re-pronounces  many  words  so  as 

9  Ronsard,  Abbrege  de  I'art  poetique,  in  his  CEuvres,  VII,  51-64. 

10  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  CEuvres,  Vol.  VII. 

11  Tyard,  Solitaire  Premier,  in  La  Pleiade  Franqoise,  in  Les  CEuvres  poetiques,  VI,  227. 

12  Ibid. 
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to  force  them  into  his  arbitrary  scheme  and  explains  this  and  other 
licences  thus: 

La  raison  que  nous  avons  de  vouloir  petit  a  petit  eslongner  nostre  langage 
hors  du  vulgaire,  nous  permet  les  figures  &  les  Licenses.  Or  est-il  que  les 
Grecs  sont  trop  plus  licencieux  que  les  Latins.  II  est  a  nous  de  regarder  a 
les  ensuivre.13 

Twist  the  language  as  you  wish,  he  seems  to  say,  for  the  more  you 
distort  it,  the  farther  away  will  it  be  from  the  language  that  the  sellers 
of  fish  and  bread  speak  in  the  market-place.  In  a  way  this  position  is 
not  as  unmitigatedly  snobbish  as  it  sounds.  The  esoteric  effects  these 
critics  so  naively  crave  are,  in  part,  necessary  in  a  literature  which  is 
consciously  developing  away  from  crudity,  in  an  intellectual  environ- 
ment which  was  purposely  critical.  The  sincere  and  intelligent  revolt 
of  the  Pleiade  against  vulgarity  should  not  be  confused  with  the  less 
sober  expressions  of  the  odi  profanum  vulgus  movement.  Recognition 
of  this  fact  does  not,  however,  weaken  our  contention  that  aristo- 
cratic modes  of  thought  are  back  of  this  movement. 

Although  this  approach  to  the  problem  of  poetry  is  widespread, 
it  is  not  universal.  Critics  and  poets  whose  sympathies  are  more  with 
the  people  because  of  birth  or  because  they  live  distant  from  the 
aristocratic  court  circles  do  not  hesitate  to  attack  those  poets  who 
advocate  such  innovations.  In  his  Avis  an  Lecteur  of  his  Premieres 
poesies  (1554),  a  poet  of  Le  Mans,  Jacques  Tahureau,  says  to  his 
readers: 

Davantage  s'ils  y  rencontroient  quelques  mots  nouveaux,  de  croyre  que  je 
n'en  ay  use  que  pour  la  necessite  ou  douceur  de  la  langue;  neanmoins  peu 
souvent,  ne  m'y  voulant  point  monstrer  affecte,  comme  plusieurs  du  jourd' 
huy,  qui  ne  penseroyent  pas  avoir  rien  faict  de  bon,  si  a  tous  propoz  ils  ne 
farcissoient  leurs  livres,  d'une  infinite  de  termes  nouveaux,  rudes  et  du  tout 
esloingnes  du  vulgaire;  se  faisans,  par  ce  moyen  et  par  telles  autres  quintes- 
sences estimer  grands  seulement  de  ceus  qui  n'admirent  rien  plus  que  ce 
qu'ilz  entendent  le  moins.14 

That  Tahureau  actually  uses  the  sacred  phrase  "eslongnes  du  vul- 
gaire" in  a  satiric  manner  is  an  indication  of  how  far  his  sympathies 

13  La  Taille,  La  Maniere  de  /aire  des  vers  en  franqois,  quoted  by  Patterson,  French  Poetic 
Theory,  I,  641-642. 

14  Tahureau,  Premieres  poesies,  I,  Poesies  I. 
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are  from  the  Pleiade  theorists.  A  better  known  countryman  of  Tahur- 
eau,  Peletier,  also  takes  the  "democratic"  position  that  poetry  should 
be  clear  and  understandable  to  the  common  man.  He  feels  that  Ron- 
sard's  Pindaric  Odes  are  too  obscure,  and  he  warns  that  the  poet  "qui 
veut  etre  grave,  devient  enfle."  Nevertheless,  Peletier  desires  modera- 
tion and  does  not  advocate  that  the  poet  write  just  as  the  people 
speak.  The  poet's  style  must  be  somewhat  elevated  above  the  popular, 
though  he  must  avoid  the  exotic:  "Pour  que  je  conseillerais  a  nos 
Poetes  de  devenir  un  peu  plus  hardis,  et  moins  populaires,  toutefois 
avec  jugement."  This  last  is  the  saving  grace  which  Peletier  feels  that 
the  over-snobbish  poets  lack.  Laudun,  too,  does  not  go  along  with 
Du  Monin  and  the  others  who  want  to  be  esoteric  in  vocabulary. 
Only  fire  could  lighten  the  obscurities  of  a  Du  Monin: 

lis  disent  que  d'autant  plus  leurs  escripts  sont  obscurs,  tant  plus  ils  sont 
esloignez  du  peuple  et  receus  des  gens  doctes.  Mais  je  responds  a  telles 
personnes  qu'un  grand  esprit  ne  voudra  pas  s'aller  rompre  la  teste  a  expliquer 
les  fantaisies  mal  exprimees  de  leurs  testes  mal  rabotees:  et  comme  Ton  dit 
a  Du  Monin  qui  se  glorifioit  de  n'estre  entendu  que  des  doctes,  il  faudra 
donner  a  entendre  leurs  escripts  au  feu:  done  premierement  il  faut  la  clarte 
en  ses  escrits.15 

Aneau,  too,  takes  the  side  of  everyday  speech  and  declares  that 
the  poet  should  choose  his  vocabulary  from  among  "la  communaute 
des  hommes."  According  to  Aneau,  Du  Bellay's  advocacy  of  a  style 
"eloigne  du  vulgaire"  is  not  in  keeping  with  the  original  Odi  prqfanum 
vulgus: 

Ceste  caution  est  contre  le  precepte  d'Horace,  qui  veult  le  poeme  estre  tel 
que  l'honneur  d'iceluy  soit  acquis  des  choses  et  paroles  prinses  au  mylieu 
de  la  communaute  des  hommes,  tellement  que  tout  lecteur  et  auditeur  en 
pense  bien  povoir  autant  faire,  et  toutefois  n'y  puisse  avenir.  Tel  (a  la  verite) 
qu'a  este  Marot.  Et  toy  au  contraire,  commandes  de  estranger  la  poesie, 
disant  que  n'escris  sinon  aux  doctes:  qui  neantmoins  sans  ta  singerie  et 
devisee  poesie  entendent  la  grecque  et  les  vertus  d'icelle.16 

On  the  whole,  however,  the  majority  of  the  critics  sided  with  Ron- 
sard  in  his  contempt  for  the  people.  This  contempt,  to  a  great  degree, 

15  V Art  poetique  jranqois  (1598),  p.  137. 

16  Le  Quintil  horatian,  "Sur  le  quatri£me  chapitre,"  as  an  appendix  in  Person's  edition 
of  Du  Bellay's  La  Defense. 
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took  the  form  of  declarations  of  independence  against  the  judgment 
of  the  rude  populace.  As  Du  Bellay  puts  it:  "Rien  ne  me  plait,  fors 
ce  qui  peut  deplaire  au  jugement  du  rude  populaire."  Ronsard  has 
good  reason  to  despise  the  crude  balladmakers  of  his  day,  but  the 
popularity  of  Marot  also  colors  his  judgment  of  the  people's  taste. 
The  graceful  and  witty  poems  of  Marot  certainly  do  not  deserve  the 
condemnation  heaped  upon  them  by  the  Pleiade,  although  they  are 
in  the  older  tradition  of  French  poetry  against  which  Ronsard  is 
rebelling  and  tend  to  cater  to  what  he  believes  is  the  overconservative 
taste  of  the  public.  According  to  Ronsard,  the  people  have  not  the 
eyes  to  see  anything  new  and  they  condemn  all  poets  who  do  not 
write  as  did  their  predecessors.  Ronsard  considers  the  taste  of  the 
masses  essentially  reactionary  (enamored  of  old  ballads  and  crude 
moralities)  and  warns  those  who  want  to  be  real  poets  to  pay  no 
attention  to  degraded  popular  taste: 

Ne  se  faut  soucier,  comme  je  l'ay  dit  tant  de  fois,  de  l'opinion  que  pourroit 
avoir  le  peuple  de  tes  escris,  tenant  pour  reigle  toute  asseuree,  qu'il  vaut 
mieux  servir  a.  la  verite  qu'a  l'opinion  du  peuple  qui  ne  veut  scavoir  sinon 
ce  qu'il  voit  devant  ses  yeux,  et  croyant  a  credit,  pense  que  noz  devanciers 
estoyent  plus  sages  que  nous,  et  qu'il  les  faut  totalement  suivre,  sans  rien 
inventer  de  nouveau.17 

Ronsard  pictures  himself  as  the  innocent  victim  of  the  calumnies  of 
the  mob  and  encourages  himself  by  remembering  that  the  learned 
poets  of  the  past  have  always  scorned  the  insults  of  the  volgar  genie. 
If  you  write  good  poetry,  he  says: 

Tu  seras  du  vulgaire,  appellee  frenetique, 
Insense  furieux  farouche  fantastique, 
Maussade  mal-plaisant:  car  le  peuple  medit 
De  celuy  qui  de  moeurs  aux  siennes  contredit. 

Mais  courage,  Ronsard,  les  plus  doctes  Poetes, 
Les  Sibylles,  Devins  Augures  et  Prophetes, 
Huez  sifflez  moquez  des  peuples  ont  este: 
Et  toutefois,  Ronsard,  ils  disoyent  verite.18 

Ronsard  not  only  feels  himself  unjustly  criticized  by  the  people  but 

17  Ronsard,  Abbrege  (1565),  in  his  CEuvres,  VII,  65. 

18  Ronsard,  Hymne  de  V  Automne,  Livre  II,  in  his  CEuvres,  IV,  312. 
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he  claims  to  enjoy  being  so  criticized.  He  declares  that  he  has  no  de- 
sire for  such  favor:  "Si  vous  estimez  que  je  soys  desireux  de  la  faveur 
du  vulgaire,  vous  vous  trompez  encores  beaucoup;  car  le  plus  grand 
desplaisir  que  je  scaurois  avoir  eu  en  ce  monde,  c'est  d'estre  estime 
ou  recherche  du  peuple."19  Extreme  as  this  attitude  is,  it  is  not  sur- 
prising for  a  poet  who  could  write:  "L'honneur  sans  plus  du  verd 
Laurier  m' agree;  Par  lui,  je  hay  le  vulgaire  odieux."20 

In  the  Solitaire  Premier  (1552)  we  find  Pontus  de  Tyard  agreeing 
with  Ron  sard  that  the  poet  should  be  free  from  influences  and  should 
not  cater  to  the  tastes  of  the  populace:  "L' intention  du  bon  Poete 
n'est  de  non  estre  entendu,  ny  aussi  de  se  baisser  et  accomoder  a  la 
vilte  du  vulgaire."21  This  passage  deserves  quotation  more  than  once, 
since  it  so  well  sums  up  this  position. 

One  of  Ronsard's  complaints  against  the  mob  is  that  it  does  not 
appreciate  the  new  poetry  of  the  Pleiade,  but  gives  honors  to  inferior 
and  ignorant  writers.  In  essence,  Ronsard's  complaint  against  popular 
taste  is  that  it  is  unlearned  and  cannot  appreciate  allusions  to  the 
classics,  that  it  is  reactionary  in  the  sense  that  it  prefers  the  medieval 
genres  to  the  poetry  of  the  Pleiade,  and  that  it  demands  the  clarity  of 
the  simpler  poets  such  as  Marot,  while  rejecting  the  learned  obscuri- 
ties of  the  new  poets: 

Ne  suy  ny  le  sens,  ny  la  rime 
Ny  l'art  du  moderne  ignorant 
Bien  que  le  vulgaire  l'estime 
Et  en  beant  l'aille  adorant. 

In  summing  up,  we  cannot  pretend  to  be  surprised  at  the  prevalence 
of  the  "odi  profanum  vulgus"  theme  among  the  court  circle  which 
contained  such  poets  as  Du  Bellay  and  Ronsard.  The  defense  of  the 
language,  if  not  the  taste,  of  the  people  by  a  few  critics  is  feeble  in 
comparison  to  the  scorn  of  everything  connected  with  the  masses,  but 
perhaps  we  should  be  astonished  to  find  any  defense  at  a  time  when 

19  Ronsard,  "Epistre  au  Lecteur"  (1564),  in  his  CEuvres,  VII,  34. 

20  Odes,  "Ode  XIX"  (1550),  Livre  III,  in  his  CEuvres,  II,  288. 

21  Solitaire  Premier,  in  La  Pleiade  Jranqoise,  Vol.  VI.  Like  this  is  De  Baif's: 

Tousjours  franc  depuis  j'ay  vescu 

De  l'ambition  populaire, 

Et  dans  moy  s'est  tapy  vaincu 

Tout  ce  que  domte  le  vulgaire: 

Et  constant  aupres  de  leur  bien 

Je  n'ay  depuis  estime  rien. — CEuvres  en  rime,  II,  161. 
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the  aristocratic  doctrine  is  so  dominant.  Bastier  de  la  Peruse  expresses 
the  prevailing  sentiments  of  the  aristocratic  school  in  a  poem  in 
which  he  makes  explicit  the  relationship  of  the  poet  to  the  people: 

J' ay  cache  dix  mille  vers 

Pleins  de  graces  nompareilles, 

Qui  ne  seront  descouvers 

Que  pour  les  doctes  oreilles. 

Le  vulgaire  populace 

Ne  merite  telle  grace, 

Et  la  grand'  tourbe  ignorante 

N'est  digne  qu'on  les  luy  chante: 

Car  Apollon  ne  veut  pas 

Que  celuy  qu'il  favorise 

Ses  vers  divins  profanise 

Les  chantant  au  peuple  bas.  .  .22 

Let  us  now  turn  from  these  expressions  of  the  contempt  of  the 
people  to  a  concept,  that  of  decorum,  which  springs  in  like  manner 
from  the  aristocratic  outlook  on  life. 

22  Becq  de  Fouquieres,  ed.,  CEuvres  choisies  des  poites  franqais  du  XVle  siicle  contemporains  de 
Ronsard,  p.  150. 
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DECORUM  AND  THE 

MINOR  GENRES 


ECORUM,  to  the  French  Renaissance  critics,  is  la  biense- 
ance;  and  this,  according  to  Peletier,  is  the  keeping  of  all 
things  in  the  poem  or  drama  in  harmony  with  the  social 
position  of  the  characters. 1  Decorum  is  much  concerned 
with  the  differences  in  behavior  between  old  age  and 
youth,  men  and  women,  though  it  tends  to  merge  these  distinctions  into 
the  fundamental  distinction  of  rank.  We  have  seen  how  these  critics  dis- 
tinguish between  comedy  and  tragedy  on  the  grounds  of  rank,  that  is, 
of  decorum,  and  declare  that  elevated  language  must  be  used  by  kings 
in  tragedy,  ordinary  speech  by  the  bourgeois  in  comedy,  and  how  they 
apply  the  same  principle  to  stage  settings,  costuming,  and  the  rest. 

Although  this  term  has  the  secondary  meaning  of  proper,  in  good 
taste,  and  so  forth,  its  primary  usage  is  in  a  class  sense.  It  is  the  most 
natural  thing  in  the  world  that  the  obvious  breaches  of  "what  is 
right"  in  a  stratified  society  are  those  which  transgress  accepted  class 
distinctions;  and  when  the  poet  or  critic  speaks  of  decorum  he  is 
usually  thinking  of  it  in  the  sense  of  a  balance  of  accepted  social 
usages.2  In  any  such  society  the  poet  feels  that  he  must  keep  decorum 
of  class  in  order  to  be  "naturalistic,"  for  one  thing,  and  in  order  to 
be  "moral,"  for  another.  The  French  critics  have  considerable  prece- 
dent for  this  attitude  in  the  classical  writers,  and,  indeed,  it  can 
probably  be  found  in  every  class-conscious  society.  In  the  Hindu 
drama  the  hero  and  the  leading  male  characters  speak  the  literary, 
priestly,  nonpopular  Sanscrit,  while  the  characters  of  inferior  rank 
and  the  women  speak  various  Prakrit  dialects.  This  is  the  fundamental 
class  distinction,  but  among  the  Prakrit  dialect  speakers  there  are  a 
number  of  other  distinctions,  the  social  difference  between,  let  us  say, 

1  Patterson,  French  Poetic  Theory,  I,  688. 

2  Erasmus  gives  a  good  practical  reason  for  following  decorum  in  the  sixteenth  century: 
"he  is  unseasonable  who  does  not  accommodate  himself  to  things  as  they  are,  who  is 
'unwilling  to  follow  the  market,'  who  does  not  keep  in  mind  at  least  that  rule  of  convivi- 
ality, 'Either  drink  or  get  out,'  who  demands,  in  short,  that  the  play  should  no  longer  be 
a  play.  The  part  of  a  truly  prudent  man,  on  the  contrary  is  (since  we  are  mortal)  not  to 
aspire  to  wisdom  beyond  his  station,  and  either,  along  with  the  rest  of  the  crowd,  pretend 
not  to  notice  anything,  or  affably  and  companionably  be  deceived.  But  that,  they  tell  us, 
is  folly.  Indeed,  I  shall  not  deny  it,  only  let  them,  on  their  side,  allow  that  it  is  also  to  play 
out  the  comedy  of  life."  Erasmus,  The  Praise  of  Folly,  tr.  by  H.  H.  Hudson,  p.  38. 
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a  carpenter  and  a  house  servant  being  shown  by  the  use  of  different 
dialects.  This  is  nothing  more  or  less  than  the  due  regard  of  decorum 
in  drama  and  is  just  the  sort  of  thing  the  French  critics  mean  when 
they  speak  of  la  bienseance. 

The  poet  must,  according  to  Ronsard,  keep  decorum  in  style.  Each 
subject  and  genre  has  a  style  appropriate  to  it: 

Or  si  quelqu'un  apres  me  vient  blasmer  de  quoy 

Je  ne  suis  plus  si  grave  en  mes  vers  que  j'estoy 

A  mon  commencement,  quand  Phumeur  Pindarique 

Enfioit  empoulement  ma  bouche  magnifique, 

Dy  lui  que  les  amours  ne  se  souspirent  pas 

D'un  vers  hautement  grave,  ains  d'un  beau  style  bas, 

Populaire  et  plaisant,  ainsi  qu'a  fait  Tibulle, 

L'ingenieux  Ovide  et  le  docte  Catulle. 

S'il  advient  quelque  jour  que  d'une  voix  hardie 
J'anime  l'eschafaud  par  une  tragedie 
Sentencieuse  et  grave,  alors  je  feray  voir 
Combien  peuvent  les  nerfs  de  mon  petit  sgavoir; 
Et  si  quelque  furie  en  mes  vers  je  rencontre, 
Hardi  j'opposerai  mes  muses  alencontre: 
Et  feray  resonner  d'un  haut  et  grave  son 
(Pour  avoir  part  au  bouc)  la  tragique  tangon; 
Mais  ores  que  d'Amour  les  passions  je  pousse, 
Humble  je  veux  user  d'une  Muse  plus  douce.3 

Not  only  must  the  style  be  fitted  to  the  type  of  poetry  the  poet  is 
composing,  but  within  each  genre  it  must  agree  with  the  rank,  age, 
and  condition  of  every  character  portrayed.  It  is  by  watching  la 
bienseance  that  the  poet  may  win  fame.  Vauquelin  advises  him  thus: 

Si  tu  veux  que  chacun  publie  aux  environs 
Du  Theatre  ta  gloire,  alors  que  le  murmure 
De  Papplaudissement  et  du  chant  dernier  dure: 
Soit  qu'Homere  imitant  tu  fasses  outremer 
Derechef  Saint  Loys  en  son  voyage  armer, 
Soit  que  grave  des  Roys,  soit  que  la  Muse  basse 
Te  chante  en  l'echafaut  les  tours  du  populace, 
Tu  dois  de  chacun  age  aux  moeurs  bien  regarder, 
La  bienseance  en  tout  soigneusement  garder.  .  . 4 

3  Ronsard,  Les  Amours,  "Elegie  a  son  livre"  (1556),  in  CEuvres,  I,  131. 

4  La  Fresnaye,  V Art  poetique,  II,  82. 
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The  poet  is  able  to  follow  la  bienseance  partly  by  transferring  the 
social  conventions  of  his  society  into  his  poem.  But  this  is  not  enough. 
Art  is  a  representation  of  life,  but  it  is  not  life  itself;  so  the  critic  ad- 
vises the  poet  to  imitate  the  usages  of  famous  writers  in  this  regard. 
Italian,  French,  and  ancient  models  will  enable  the  poet  to  describe: 

Dequel  air,  en  quels  vers  on  doit  des  Empereurs, 
Des  Princes  et  des  Rois  descrire  les  erreurs, 
Les  voyages,  les  faits,  les  guerres  entreprises.5 

The  critics  discuss  even  the  verse  forms  to  be  used  from  the  point 
of  view  of  decorum.  The  Alexandrine,  according  to  Ronsard,  should 
be  used  only  for  "sujets  eleves,"  while  Sebillet  advises  the  poet  to 
employ  this  line  only  for  "choses  fort  graves."  Even  the  letters  of  the 
alphabet  are  divided  into  "nobles  lettres"  and  the  less  noble,  as  Ron- 
sard  says:  "A,0,U  et  les  consonnes  M,B,  et  les  SS,  finissants  les  mots 
et  sur  toutes  les  RR,  qui  sont  les  vrayes  lettres  heroiques,  sont  une 
grande  sonnerie  et  batterie  en  vers."6  It  is  as  a  tool  with  which  to 
distinguish  one  genre  from  another  that  decorum  is  most  useful,  and, 
so,  it  is  most  natural  to  pass  from  a  discussion  of  the  meaning  of  this 
critical  concept  to  an  examination  of  the  theories  of  the  minor  poetic 
genres. 

Minor  Genres 

After  reading  the  critical  treatises  of  the  French  writers  it  is  apparent 
that  the  problems  of  versification  and  the  differences  between  one 
minor  genre  and  another  interest  them  more  than  the  same  problems 
do  their  Italian  and  English  fellows.  This  may  be  due  to  a  larger  fact. 
In  other  countries,  especially  England,  a  dichotomy  exists  between 
the  practice  of  poetry  and  the  criticism;  but  in  France  the  poets,  and 
the  best  of  them  at  that,  enter  into  the  field  of  literary  criticism  with 
the  very  practical  purpose  of  improving  the  production  of  French 
poetry. 

The  debate  over  which  genres  the  poet  may  use  and  which  he 
should  reject  is  started  by  Du  Bellay  in  La  Defense  et  illustration  de  la 
langue Jranqaise.  Du  Bellay  advises  the  poet  in  this  way: 

Ly  donques  et  rely  premierement  (O  Poete  futur)  feuillette  de  main  nocturne 
et  journelle  les  exemplaires  grecz  et  latins:  puis  me  laisse  toutes  ces  vieilles 

5  Ibid.,  I,  23.      6  Ronsard,  Preface  to  the  Franciade  (1587),  in  his  (Euvres,  VII,  93. 
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poesies  francoyses  aux  Jeuz  Floraux  de  Thoulouze,  et  au  Puy  de  Rouan: 
comme  rondeaux,  ballades,  vyrelaiz,  chantz  royaulx,  chansons,  et  autres 
telles  episseries,  qui  corrumpent  le  goust  de  nostre  langue,  et  ne  servent  si 
non  a  porter  temoingnaige  de  nostre  ignorance.7 

Du  Bellay  begins  bis  discussion  of  genres  by  rejecting  the  tradi- 
tional French  poetic  forms.  Why  does  he  do  this?  First,  of  course,  in- 
terested as  he  is  in  following  the  Greek  and  the  Latin,  he  is  tempted 
to  reject  the  nonclassical  forms;  but  this  alone  cannot  explain  his 
strong  feeling.  Pierre  Villey  says  of  this  passage,  "Le  debat  .  .  .  est 
entre  les  genres  nobles  et  les  genres  bas." 8  Villey  recognizes  that  an 
element  of  aristocratic  snobbishness  enters  into  the  judgment,  a  scorn 
for  the  medieval  verse  genres.  Du  Bellay,  also,  expresses  the  typical 
Renaissance  attitude  toward  the  older  French  literature.  Rabelais 
dismisses  the  old  romances  as  the  products  of  an  ignorant  and  barba- 
rous age,  and  Montaigne  boasts  of  the  fact  that  as  a  child  of  eight  he 
spent  his  time  reading  Ovid:  "Car  des  Lancelots  du  Lac,  des  Amadis, 
des  Huons  de  Bordeaus,  et  tel  fatras  de  livres  a  quoy  l'enfance  s' amuse, 
je  n'en  connoissois  pas  seulement  le  nom,  ny  ne  fais  encore  le  corps, 
tant  exacte  estoit  ma  discipline."9 

This  contempt  for  the  Middle  Ages  and  for  its  artistic  productions  is 
the  contempt  of  a  civilization  which  has  just  reached  self-conscious- 
ness and  one  which  realizes  that,  in  point  of  learning,  it  has  advanced 
beyond  its  predecessor.  But  there  is  more  to  it  than  this.  The  songs, 
romances,  and  fairy  stories  of  the  people  are  usually  those  that  the 
aristocracy  listened  to  generations  earlier.  The  troubadours  and  story- 
tellers, losing  favor  with  a  nobility  whose  taste  has  changed,  go  among 
the  people  and  tell  the  same  old  stories  with  certain  popular  modi- 
fications. This,  I  think,  is  the  explanation.  The  Renaissance  critic 
objects  to  the  old  genres  not  only  on  the  ground  of  age  but  also  on 
the  ground  of  disdain  for  the  tastes  of  the  multitude.  So,  in  place  of 
the  genres  popular  among  the  people  and  among  the  more  conserva- 
tive elements  in  the  court,  Du  Bellay  asks  the  poet  to  substitute  the 
classical  poetic  forms  reconstructed  by  the  Italian  classicists. 

Against  this  purely  aristocratic  attitude  the  author  of  the  Quintil 
horatian  opposes  the  patriotic  viewpoint  that  the  traditional  French 

1  La  Defense,  pp.  201-203. 

8  Villey,  Les  Sources  italiennes  de  la  Defense  et  illustration  de  Joachim  du  Bellay,  p.  77. 

*  Montaigne,  Essais,  I,  xxvi,  284. 
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genres  are  as  beautiful  as  the  "newer"  classical  ones.  Furthermore, 
he  accuses  Du  Bellay  of  pedantry  in  seeking  new-fangled  names  for 
lyrical  forms  for  which  French  already  possesses  names.  For  instance, 
what  is  this  so-called  ode  he  asks,  but  the  chant? 

Vray  est  que  le  nom  Ode  a  este  incogneu,  comme  le  peregrin,  et  Grec 
escorche  et  nouvellement  invente  entre  ceux  qui  en  changeant  les  noms 
cuydent  deguyser  les  choses:  Mais  le  nom  de  chant  et  chanson  est  bien 
cogneu  et  receu  comme  Francoys.10 

Vauquelin,  too,  defends  the  honor  of  the  national  forms  against 
Du  Bellay's  aspersions.  He  finds  that  all  the  classical  forms  have 
French  counterparts:  the  ode  is  the  chanson;  the  satire  is  the  coqz  a 
PAsne;  tragedy  and  comedy  can  be  found  in  the  moralities  and  the 
farces.  Furthermore,  the  author  of  V  Art  po'etique  points  out  that  much 
Du  Bellay  admired  in  the  Italian  is  originally  from  the  French.  He 
even  declares  that  the  sonnet  is  Provengal  in  origin: 

Du  Son  se  fist  Sonnet,  du  Chant  se  fist  Chanson, 

Et  du  Bal  la  Ballade,  en  diverse  facon: 

Car  Trouverres  alloient  par  toutes  les  Provinces 

Sonner,  chanter,  danser  leurs  Rimes  chez  les  Princes.11 

The  attitude  of  Du  Bellay  is  more  common,  however,  and  we  find 
the  genres  accepted  or  rejected  according  to  whether  they  are  "noble" 
or  "bas."  For  instance,  the  farce  begins  to  decline  about  the  reign  of 
Louis  XIII,  and  the  critics  regard  it  as  entertainment  fit  only  for 
servants  and  unworthy  of  refined  taste. 12  Jacques  Grevin,  in  the  pro- 
logue to  La  Tresoriere,  declares  that  the  farce  and  moralities  are  "tant 
seulement  au  populaire"  and  that  comedy  on  the  classical  model 
should  replace  them  in  France.13  Another  dramatist,  Jean  de  La 
Taille,  advises  his  audience  that  it  will  see,  not  a  farce,  but  a  comedy, 

10  Le  Quintil  horatian,  "Sur  le  Quatrieme  Chapitre."  The  high  esteem  in  which  the  chant 
royal  was  held  by  the  earlier  critics  may  be  seen  by  the  remark  of  Pierre  Fabri  who,  in 
1521,  considers  it  a  most  noble  genre.  "Item,  il  est  diet  champ  royal,  pource  que  de 
toutes  les  especes  de  rithme,  e'est  la  plus  royalle,  noble  ou  magistralle,  et  ou  Ten  couche 
les  plus  graves  substances.  .  .  .  Aulcuns  l'appellent  champ  royal,  pource  qu'il  est  de  noble 
et  armonieuse  consonance  pour  la  gravite  de  la  substance  et  de  la  doulceur  de  son  elo- 
quence, combien  qu'il  puisse  estre  mis  en  chant,  comme  il  est  diet  de  chansons." — Le 
Grand  et  vray  art  de  pleine  rhetorique,  II,  99. 

11  La  Fresnaye,  U Art  po'etique,  I,  32. 

12  Petit  de  Julleville,  La  Comedie  et  les  moeurs  en  France  au  Moyen  Age,  p.  344. 

13  Grevin,  La  Tresoriere,  Avant-jeu,  in  his  Theatre  complet  et  poesies  choisies,  ed.  by  Pinvert, 
P-  52- 
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"car  nous  ne  nous  amusons  point  en  chose  si  sotte,  et  qui  ne  monstre 
qu'une  pure  ignorance  de  nos  vieux  Francois.  .  .  .  Adjoustant  que 
c'est  a  faire  a  gens  de  basse  et  vile  condition  que  de  faire  des  jeus 
pour  donner  passe  temps  aux  autres."14  The  farce,  then,  is  rejected 
as  a  "genre  bas,"  fit  only  to  serve  as  a  pastime  "aux  varlets  et  menu 
populaire  et  non  aux  personnes  graves."15 

Traditional  French  satire,  or  Coqz  a  PAsne,  falls  under  Du  Bellay's 
disapproval  because,  like  the  farce,  it  is  a  crude,  popular  form.  So, 
he  advises  the  poet  against  employing  satire  at  all,  except  in  the 
classical  manner: 

Autant  te  dy-je  des  Satyres,  que  les  Frangois,  je  ne  sgay  comment,  ont 
appellees  coqz  a  l'asne:  es  quelz  je  te  conseille  aussi  peu  t'exercer,  comme 
je  te  veux  estre  aliene  de  mal  dire,  si  tu  ne  voulois,  a  l'exemple  des  anciens, 
en  vers  heroiques  soubz  le  nom  de  satyre,  et  non  de  cete  inepte  appellation 
de  coq  a  l'asne,  taxer  modestement  les  vices  de  ton  temps.16 

Du  Bellay  is  noticeably  unenthusiastic  about  this  genre  even  in  its 
classical  form  because  of  the  bad  odor  which  attaches  to  its  popular 
counterpart.  Even  more  prejudiced  is  Peletier.  In  his  Art  poetique  he 
declares  it  is  a  genre  "d'assez  petit  consequence,"  which  does  more 
harm  than  it  does  good.  The  French  titles  coq  a  Pane,  Pane  au  coq,  or 
coq  a  la  Celine  are  ''ridicules  et  ineptes."  Peletier  soon  tires  of  even 
writing  about  this  "genre  bas"  and  ends  with  "Mais  c'est  trop  d'une 
chose  si  vulgaire."17 

Ronsard,  however,  living  in  a  France  suffering  from  the  results  of 
the  wars  of  religion,  sees  in  the  classical  satire  a  weapon  with  which 
to  lash  out  at  the  evils  of  his  time.  It  is  the  poet's  duty  to  scourge  vice 
and  to  help  uphold  the  standards  of  his  society.  The  poet  purges  by 
means  of  laughter  and  scorn  the  faults  from  "la  malade  poictrine."  18 
Satire  has  the  social  function  of  holding  up  to  ridicule  all  departures 
from  the  accepted  mores.  It  is  an  aristocratic  purpose,  since  the  stand- 
ards are  those  of  an  aristocratic  society. 

Although  the  pastoral  genres  are  popular  enough  during  the 
Renaissance,  there  is  practically  no  theory  of  the  pastoral.  Ronsard 
is  interested  in  the  Eclogue,  which  he  conceives  as  preaching  the  lesson 

14  La  Taille,  Les  Corrivaus,  in  CEuvres,  ed.  by  R.  Maulde,  II,  v-vi. 

15  La  Taille,  Saul  le  furieux,  Preface.      18  Defense,  pp.  1 15— 1 16. 

17  Peletier,  U Art  poetique,  p.  125. 

18  Ronsard,  Le  Bocage  Royal,  "A  Henri  III"  (1575),  in  CEuvres,  III. 
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that  "la  nature  est  meilleure  que  Part,"19  and  he  realizes  that  it  is  a 
genre  well  adapted  to  political  allegory.  Kings  and  shepherds  have 
the  same  problems,  he  says  in  the  "Dedicace"  (1584)  to  his  Eclogue, 
addressed  to  the  Due  d'Anjou: 

Pource  ne  dedaignez  ce  vulgaire  present: 
Et  croyez,  mon  grand  Due,  que  rien  n'est  si  duisant, 
Ny  qui  tant  se  conforme  aux  grandes  seigneuries, 
Que  l'estat  des  Bergers  et  de  leurs  Bergeries. 

Pierre  de  Laudun  is  one  of  the  few  critics  who  take  up  the  pastoral 
at  any  length.  He  thus  defines  this  genre: 

Je  traicteray  fort  brievement  de  la  bergerie,  parce  qu'elle  est  assez  cogneue. 
Or  la  bergerie  est  un  mot  Francois  derive  de  son  primitif  berger,  et  est  la 
bergerie  le  lieu  ou  les  bergers  tiennent  leurs  troupeaux  et  ou  ils  font  leurs 
devis;  D'ou  nous  les  imitons  en  nos  poemes  ou  les  representons  sur  un  theatre 
ou  autrement.  La  matiere  est  toute  chose  appartenant  aux  bergers,  parler 
des  forests,  des  montagnes,  des  pres,  des  fontaines,  des  brebis,  des  chiens, 
loups,  et  autres  choses.  Sous  les  noms  de  bergers  et  en  leurs  devis,  bien 
souvent  les  bons  poetes  y  mettent  un  sens  moral  et  les  font  parler  des  affaires 
d'Etat,  des  conditions  et  fortunes  des  Rois  et  Princes.20 

In  Some  Versions  oj  Pastoral  William  Empson,  a  modern  critic,  makes 
the  interesting  observation  that  the  pastoral  is  the  "proletarian  litera- 
ture" of  the  Renaissance.  This  is  hardly  correct.  The  Pastoral  does 
contain  such  characters  as  shepherds  and  shepherdesses  but  though 
they  may  be  proletarian  in  real  life,  they  are  hardly  so  in  the  pastorals. 
The  Renaissance  pastoral  poet  is  more  interested  in  painting  an  ideal 
picture  for  the  contemplation  of  an  aristocratic  society  bored  with  the 
city  life  of  the  court  than  he  is  in  giving  a  realistic  picture  of  the 
countryside.  When  the  pastoral  is  used  as  an  allegory  for  affairs  of 
state  and  the  fortunes  of  kings  and  princes,  it  becomes  even  less  of  a 
proletarian  genre.  Not  only  was  the  intended  audience  of  the  pastoral 
poem  aristocratic  but  also  in  many  of  the  great  romances  the  principal 
figures  were  nobles  in  disguise,  the  recognition  of  whom  was  an 
accepted  part  of  the  pleasure  of  reading.  Marot's  Eclogue  au  Roy 
Soubz  les  noms  de  Pan  et  Robin,  in  which  Pan  designates  Francis  I 
and  Robin  the  poet,  is  typical  of  the  Renaissance  use  of  this  genre. 

19  Ronsard,  Les  Eclogues  et  mascarades,  Prologue  to  first  "Eclogue." 

20  Laudun,  U  Art  poetique  francois,  p.  124. 
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This  fashion  extended  into  the  next  age,  as  is  clearly  seen  in  the  suc- 
cessors of  the  Renaissance  pastorals,  the  prose  romances  of  the  seven- 
teenth century,  such  as  the  Astree  of  Honore  d'Urfe  and  the  Cassandre 
et  Cleopdtre  of  La  Calprenede,  where  the  pastoral  figures  are  thinly 
disguised  portraits  of  ladies  and  gentlemen  of  the  age.  The  Dedicace 
(1584)  of  Ronsard's  Eclogues  to  the  Due  d'Anjou  brings  out  this 
character  of  the  "eclogue": 

Je  vous  ay  consacre  mes  Eclogues,  a  fin 
Que  vostre  beau  renom  ne  prenne  jamais  fin, 
Non  plus  que  les  Pasteurs,  le  sujet  de  mon  livre. 
Les  Rois  et  les  Pasteurs  ont  mesme  estat  de  vivre.  .  . 

As  we  have  said,  definitions  of  the  pastoral  are  difficult  to  find  in 
our  French  critics,  but  the  highly  artificial  character  of  this  genre 
made  it  a  courtly  one,  obviously.  Laudun,  in  the  Preface  to  the 
Idillies,  shows  that  he  is  conscious  of  the  artificialities  of  this  form. 
He  tells  us  that  he  calls  his  work  an  "Idillie" 

d'autant  qu'il  ne  signifie  et  represente  que  diverses  petites  images  et  gravures 
en  la  semblance  de  celles  qu'on  grave  aux  lapis,  aux  gemmes  et  calcedoines 
pour  servir  quelquefois  de  cachet.  Les  miennes  en  la  sorte,  pleines  d'amour 
enfantine,  ne  sont  qu'imagettes  et  petites  tablettes  de  fantaisies  d'amour. 

His  poem  is  as  delicate  as  the  carving  on  a  signet  ring  of  the  courtier 
and  makes  the  same  aesthetic  appeal.  I  suppose  the  test  for  any 
genre,  if  you  want  to  categorize  it  as  Mr.  Empson  does,  would  be 
the  question,  "In  the  class  interests  of  what  group  is  this  written?" 
For  the  pastoral  of  this  age,  there  is  only  one  answer — the  aristocracy. 
For  the  critics  of  the  Pleiade,  the  noblest  of  the  nondramatic  genres 
is  the  ode.  Du  Bellay  cries  to  the  young  poet: 

Chante  moy  ces  Odes,  incongneues  encore  de  la  Muse  frangoyse.  .  .  .  Sur 
toutes  choses,  prens  garde  que  ce  genre  de  Poeme  soit  eloingne  du  vulgaire.21 

For  Du  Bellay  the  ode  is  the  most  aristocratic  of  the  forms  and  must 
be  farthest  removed  from  all  that  is  common.  Aneau,  feeling  that  Du 
Bellay  is  slighting  the  national  tradition,  declares  that  the  name  "ode" 
is  merely  a  fancy  name  for  the  old  French  chanson.22  Aneau' s  viewpoint 
is  not  widely  held.  Most  of  the  critics  look  upon  the  odes  as  new  forms 

21  Defense,  pp.  208-21 1. 

22  Le  Quintil  horatian,  "Sur  le  Deuxieme  Livre,"  "Sur  le  quatrieme  chapitre." 
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surpassing  in  dignity  all  traditional  forms.  Of  his  many  poetic  achieve- 
ments, Ronsard  lists  his  contribution  to  the  French  ode  at  the  top. 
He  claims  to  have  been  the  first  to  introduce  it  into  France: 

Premier  j'ai  dit  la  fagon 
D'accorder  le  luth  aux  Odes.23 

He  considers  that  in  doing  this  he  has  enriched  his  mother  tongue. 
He  boasts  "osai  le  premier  des  nostres  enrichir  ma  langue  de  ce  nom 
Ode."24  Other  critics  join  with  the  poet  himself  in  praising  his  service 
to  their  country.  Jean  Vauquelin's  praise  is  typical: 

Car  depuis  que  Ronsard  eut  amene  les  modes 
Du  Tour  et  du  Retour  et  du  Repos  des  Odes 
Imitant  la  pavane  ou  du  Roy  le  grand  bal, 
Le  Frangois  n'eut  depuis  en  1'Europe  d'egal.25 

The  ode,  for  Peletier,  ranks  just  below  that  most  admired  form, 
the  epic.  It  is  "le  genre  d'ecrire  le  plus  spacieux  pour  s'ebattre  qui 
soit  audessous  de  l'ceuvre  heroique."26  Being  a  noble  form,  it  is  ad- 
dressed, not  to  the  people,  but  to  a  select  aristocratic  audience. 
Naturally,  the  style  of  the  ode  must  be  grave  and  dignified  and 
ornamented  with  all  the  devices  at  the  poet's  command.  Vauquelin 
distinguishes  the  ode  from  the  chanson,  which  "marche  parmy  le 
peuple": 

L'Ode  d'un  grave  pied,  plus  nombreuse  et  pressee 
Aux  dames  et  seigneurs  par  toy  soit  addressee: 
De  mots  beaus  et  choisis  tu  la  fagonneras, 
De  miles  belles  fleurs  tu  la  couronneras: 
D'ornemens,  de  couleurs,  de  peintures  brunies, 
En  leur  dejectemens  egalement  unies. 
En  cent  sortes  de  vers  tu  la  peux  varier: 
Mais  tousjours  aux  accords  du  Luth  la  marier.27 

The  main  reason  for  the  high  esteem  in  which  the  ode  is  held  is 
the  subject  matter.  It  may  be  about  love,  philosophy,  or  wine,  but 
most  often  it  deals  with  the  heroic  deeds  of  great  men.  This  is  why 
it  is  so  dear  to  the  Renaissance  critics.  The  praise  of  great  men,  the 
handing  down  of  noble  names  to  posterity  are  among  the  most  im- 

23  Odes,  "Ode  a  Antoine  de  Baif"  (1550),  Livre  premier,  in  his  CEuvres,  II,  161. 

24  Ibid.,  Preface  (1550).     25  La  Fresnaye,  V  Art  poetique,  I,  42-43. 

26  Peletier,  V Art  poetique.  p.  179.     w  La  Fresnaye,  U Art  poetique,  I,  41. 
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portant  functions  of  the  poet  and  the  ode  performs  these  better  than 
any  other  genre.  The  matter  of  the  ode  is  "les  louarges  des  dieux  et 
des  hommes  vertueux"  according  to  Du  Bellay.  He  advises  Ronsard 
as  to  subject  matter  for  his  ode: 

Chante  l'emprise  furieuse 
Des  fiers  Geans  trop  devoyez, 

Chante  les  martiaux  alarmes 
D'un  son  heroic  et  haut  style.28 

The  ode  is  often  compared  with  the  heroic  poem,  since  both  deal 
with  feats  of  arms.  Peletier  makes  a  distinction  between  the  high 
style  of  the  ode  and  that  of  the  epic.  The  ode,  he  says,  "en  parlant 
des  Dieux  et  des  Heros,  elle  se  hausse:  mais  non  pas  jusques  au  style 
Heroique.  Car  il  y  a  difference  de  dire  les  louanges  des  grands  et 
chanter  leurs  gestes."29 

Ronsard  is  especially  conscious  of  the  necessity  for  the  poet  to  sing 
the  praises  of  his  patron  and  other  great  men  of  his  time.  In  his  first 
Preface  to  the  Ode  (1550)  he  states  his  faith  in  the  ode  by  declaring 
"les  doctes  folies  de  poetes  survivront  les  innombrables  siecles  avenir, 
criants  la  gloire  des  princes  consacres  par  eux  a  Pimmortalite."30 
Ronsard  was  no  mere  theorist,  but  practiced  poetically  that  which 
critically  he  preached.  It  is  not  surprising  that  so  many  of  his  odes 
praise  the  great  men  of  his  time.  Such  is  his  intention  as  he  tells  us 
in  one  of  his  odes: 

Je  ne  suis  jamais  paresseux 

A  consacrer  le  nom  de  ceux 

Qui  sont  alteres  de  la  gloire, 

Et  nul  mieux  que  moi,  par  ses  vers 

Ne  leur  bastit  dans  l'univers 

Les  colonnes  d'une  Memoire.31 

Laudun  has  one  of  the  most  complete  discussions  of  the  ode  in  his 
V Art  poetique  francois.  He  declares  that  it  is  a  genre  separated  from  all 
others  by  the  sublimity  of  its  subject  matter  and  the  sustained  gravity 

28  Du  Bellay,  "Au  Seigneur  P.  de  Ronsard,"  in  CEuvres  poetiques,  III,  40. 

29  Peletier  du  Mans,  U  Art  poetique,  pp.  177-178. 

30  Ronsard,  Odes  (1559),  "Premiere  Preface,"  in  his  CEuvres,  VII,  8. 

31  Odes,  "Ode  XXII"  (1550),  Livre  III,  in  his  CEuvres. 
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of  its  language.  The  ode  is  especially  useful  but  the  other  poetic  genres 
which  praise  the  great  are  very  useful  to  the  poet,  too: 

Car  Pindare,  Homere,  Hesiode  et  autres  outre  les  richesses  et  faveurs  qu'ils 
ont  eu  de  leurs  Princes,  ont  eternize  leur  nom,  et  ont  este  compagnons  de  la 
memoire.  .  .  De  nostre  temps  un  Ronsard,  Gamier,  Bartas,  Desportes, 
Bellay,  Belleau,  Bai'f,  et  autre  nombre  infiny,  qui  ont  tous  estez  enrichis 
d'honneur,  de  moyens  et  de  faveurs,  bien  venus  partout  et  tenuz  entre  le 
peuple  comme  sacrez.32 

Praise  of  princes  is,  seerhingly,  as  profitable  for  the  poet's  material 
well  being  as  for  his  poetical  fame. 

The  sonnet  is  a  fixed  form  of  the  ode  which  partakes  of  all  the 
dignity  of  this  genre,  according  to  the  author  of  La  Defense  et  illustra- 
tion. He  puts  it  among  the  genres  worthy  of  the  French  poet: 

Sonne  moy  ces  beaux  sonnetz,  non  moins  docte  que  plaisante  invention 
italienne,  conforme  de  nom  a  l'ode,  et  differente  d'elle  seulement  pource 
que  le  sonnet  a  certains  vers  reiglez  et  limitez,  et  l'ode  peut  courir  par  toutes 
manieres  de  vers  librement,  voyre  en  inventer  a  plaisir,  a  Pexemple  d'Horace, 
qui  a  chante  en  xix  sortes  de  vers,  comme  disent  les  grammairiens.  Pour  le 
sonnet  donques  tu  as  Petrarque  et  quelques  modernes  Italiens.33 

Du  Bellay  likes  the  sonnet,  both  because  it  is  a  learned  genre  and 
because  it  is  Italian.  He  looks  up  to  the  Italians  as  teachers  from 
whom  much  can  be  learned.  This  attitude  is  distasteful  to  Aneau, 
whose  nationalistic  soul  is  aroused  by  the  very  word  "Italian."  He 
feels  Du  Bellay  is  wrong  to  leave  the  old  French  forms  of  poetry 
"pour  les  sonnetz  invention  (comme  tu  dis)  Italienne."  He  continues: 

Oultre  ce,  au  lieu  de  defendre  et  illustrer  nostre  langue  (comme  tu  le  prom- 
etz),  tu  nous  faits  grands  deshonneur,  de  nous  renvoyer  a  1'Italien,  qui  a 
prins  la  forme  de  la  Poesie  des  Francoys,  et  en  laquelle  il  est  si  pauvre,  qu'il 
ne  tombe  guerre  jamais  que  en  a  et  o,  et  si  licentieux,  qu'il  use  de  motz,  et 
coupes,  divisions,  et  contractions  a  l'estriviere.34 

Aneau  not  only  objects  to  this  Italian  form  but  also  hints  that  it 
has  a  French  origin.  Vauquelin  de  la  Fresnaye,  who,  unlike  Aneau, 
admires  both  the  form  and  its  Italian  practitioners,  declares  that  it 
originated  among  the  troubadours  of  Provence.  This  is  something  he 

32  Laudun,  V Art  poetique,  p.  74.      33  Defense,  pp.  221—225. 

34  Le  Quintil  horatian,  "Sur  le  Deuxieme  Livre;  Sur  le  quatrieme  chapitre." 
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takes  pride  in,  without  attempting  to  deny  Petrarch's  contributions. 
The  "Trouveres"  invented  the  sonnet,  and  he  adds: 

A  leur  exemple  prist  le  bien  disant  Petrarque 
De  leurs  graves  Sonnets  1'ancienne  remarque.  .  .  . 
Mais  il  marcha  si  bien  par  cette  vieille  trace, 
Qu'il  orna  le  Sonnet  de  sa  premiere  grace: 
Tant  que  l'ltalien  est  estime  1'autheur 
De  ce  dont  le  Francois  est  premier  inventeur.35 

This  critic,  then,  looks  upon  the  sonnet  as  a  national  form  and  is 
proud  of  its  French  origin.  Regardless  of  its  origin,  the  sonnet  is  a 
learned  and  aristocratic  form  and  cannot  be  used  for  unworthy 
purposes: 

Si  tu  fais  un  Sonnet  ou  si  tu  fais  une  Ode, 

II  faut  qu'un  mesme  fil  au  sujet  s'accommode 

Et  plein  de  jugement  un  tel  ordre  tenir, 

Que  hautain  commengant  haut  tu  puisses  finir.36 

Naturally,  praise  of  the  great  is  only  one  of  the  functions  of  the 
sonnet,  but  the  subject  matter  must  always  be  majestic  and  grave. 
As  Peletier  says:  "Le  sonnet  done  est  plus  hautain  que  Pepigramme, 
et  a  plus  de  majeste:  et  est  capable  de  discours  grave,  mais  qui  soit 
bref."  This  type  of  poem  served  as  a  vehicle  for  the  praise  of  one's 
patrons  in  the  numerous  dedicatory  sonnets  that  have  come  down 
to  us.  That  the  sonnet  is  considered  primarily  suited  for  high  subjects 
is  shown  by  Ronsard,  who,  in  Les  Amours  de  Marie,  inspired  by  a 
peasant  girl,  employs,  not  the  usual  "hault  et  meilleur  style,"  but  a 
"beau  style  bas"  as  more  suited  to  his  humble  purpose. 

Toward  the  many  other  genres  (Laudun  names  a  round  fifty)  the 
approach  of  our  critics  is  the  same.  For  instance,  the  long  didactic 
poem  is  a  middle  genre  and  "chante  d'un  air  moyen,  non  tel  que 
Pheroi'que,  ni  si  bas  decendent  que  le  vers  bucolique"  (Vauquelin); 
whereas  the  epigram  is  "bref,  famiiier  et  capable  tant  de  faceties  que 
de  choses  serieuses"  (Peletier).  Those  forms  which  are  popular  in 
origin  are  usually  rejected,  while  the  others  are  esteemed  to  the  degree 
that  they  are  learned  and  aristocratic.  Even  the  writings  of  the 
historians  are  praised  in  proportion  as  the  style  corresponds  to  the 

35  L'Art  poetique,  I,  33.      36  Ibid.,  I,  13. 
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gravity  of  the  subject.  Montaigne,  in  Des  livres  (II,  x),  praises  Philippe 
de  Commines  because  he  keeps  throughout  his  history  that  "au thorite 
et  gravite,  representant  son  homme  de  bon  lieu  et  eleve  aux  grans 
affaires."  Each  genre  has  its  own  level  of  tone  and  its  own  appropriate 
subject  matter.  The  learned  poet  will  recognize  this  and  thereby 
avoid  a  breach  of  decorum. 


France 
THE  POET  AND  HIS  PURPOSE 


The  Poet 

S  we  turn  from  a  consideration  of  poetry  to  the  con- 
sideration of  the  poet's  place  in  society,  it  is  well  to 
understand  from  what  point  of  view  we  are  looking  at 
the  problem.  We  are  not  interested  in  the  divine  nature 
of  the  poet  per  se  or  in  his  relationship  to  society,  except 


in  so  far  as  it  contributes  to  our  comprehension  of  the  social  basis  of 
our  critic's  theories.  Indeed,  it  may  be  questioned  whether  the 
Renaissance  critics  are  interested  abstractly  in  these  things.  The  pur- 
pose of  the  theorists  of  the  Pleiade  and  their  followers  is  to  establish 
the  poet  in  a  position  of  honor  which  will  command  respect.  They 
feel  that  the  older  French  conceptions  of  the  poet  as  a  maker  of 
verses  or  a  mere  entertainer  still  hold  sway  in  the  minds  of  many 
people,  so  they  gather  together  every  scrap  of  evidence  which  will 
aid  them  in  presenting  the  poet  as  a  great  and  noble  figure.  The  old 
critical  statements  that  the  poet  was  divine,  that  he  was  a  companion 
of  kings,  and  that  only  through  him  could  great  names  be  handed 
down  to  posterity  are  all  used  for  this  fundamental  purpose. 

A  great  poem,  even  a  great  line  of  poetry,  is  more  wonderful  in 
the  eyes  of  men  than  the  most  complicated  machine  or  the  master 
strategy  of  a  world  conqueror.  Blue  prints  can  be  drawn  for  the 
mechanism,  and  the  battles  of  the  general  can  be  plotted,  but  the 
collocation  of  sounds  which  move  us  so  strongly  remains  mysterious 
and  unexplained.  For  minds  undisciplined  by  the  scientific  method, 
that  which  cannot  be  explained  is  looked  upon  as  superhuman,  as 
divine.  The  savage  in  the  forest  makes  of  the  thunder  a  God,  since 
he  can  explain  it  in  no  other  way;  and  the  primitive  mind,  even  today, 
merely  subtilizes  the  superstitions,  and  still  functions  essentially  as 
does  the  savage's.  In  1945  this  is  reprehensible;  in  sixteenth-century 
France  it  is  the  most  natural  thing  in  the  world. 

Faced,  then,  by  the  astounding  fact  of  the  production  of  poetry, 
the  sixteenth-century  critics  explain  it  by  attributing  to  the  poet 
divine  powers.  Plato's  divine  fury,  which  inspires  poets,  is  accepted 
by  these  writers.  It  is  a  theory  which  fits  in  beautifully  with  their 
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desire  to  show  the  importance  of  the  poet.  In  La  Defense  et  illustration 
Du  Bellay  mentions  "cete  fureur  divine,  qui  quelquefois  agite  et 
echaufe  les  espris  poetiques,  e  sans  la  quele  ne  fault  point  que  nul 
espere  faire  chose,  qui  dure."  '  The  critic  Peletier  echoes  this  senti- 
ment and  recognizes  his  debt  to  Plato.  He  says  in  V Art  poetique: 

La  Poesie  a  toujours  celebre  les  choses  divines,  le  fait  de  la  Religion,  les 
sacrifices,  les  oracles.  Et  enfin,  a  prepare  une  immortalite  a  ses  professeurs. 
Les  Poetes  selon  le  divin  Platon,  sont  interpretes  des  Dieux,  quand  ils  sont 
en  leur  sainte  fureur.  Car  eux  ravis  et  abstraits  des  pensements  terrestres, 
concevaient  les  secrets  celestes,  divins,  naturels  et  mondains:  pour  les  mani- 
fester  aux  hommes.2 

In  the  early  days  of  man's  life  on  this  earth,  Ronsard  tells  us, 
poetry  was  allegorical  theology  which  taught  men  heavenly  truths 
under  the  guise  of  pleasant  fables.  Therefore,  he  continues,  the  early 
poets: 

sont  appellez  Poetes  divins,  non  tant  pour  leur  divin  esprit  qui  les  rendoit 
sur  tous  admirables,  que  pour  la  conversation  que  ilz  avoyent  avecques  les 
Oracles,  Prophetes,  Devins,  Sybilles,  Interpretes  de  songes,  desquels  ils 
avoient  appris  la  meilleure  part  de  ce  qu'ils  scavoient:  car  ce  que  les  Oracles 
disoient  en  peu  de  mots,  ces  gentils  personnages  l'amplifioient,  coloroient  et 
augmentoient,  estans  envers  le  peuple  ce  que  les  Sybilles  et  Devins  estoient 
en  leur  endroit.3 

Ronsard  interests  himself,  not  so  much  in  the  poetic  frenzy,  as  in 
the  fact  that  the  early  poet  was  a  combination  of  lawgiver  and  priest. 
The  critics  cite  these  facts,  not  because  they  care  whether  poets  are 
priests  or  not,  but  in  order  to  emphasize  the  high  place  of  the  poet 
in  society.  The  older  conception  of  the  poet  as  simply  a  public  en- 
tertainer who  happens  to  use  verse,  a  view  of  the  poet  held  by  the 
author  of  Le  Qinntil  horatian,  is  one  which  the  Pleiade  is  anxious  to 

1  La  Defense,  p.  300.  For  the  vogue  of  Platonic  thinking  in  the  Renaissance  see:  Agar, 
Milton  and  Plato;  Robb,  Neoplatonism  of  the  Italian  Renaissance;  Cassirer,  Die  Platonische 
Renaissance  in  England  und  die  Schule  von  Cambridge;  Harrison,  Platonism  in  English  Poetry; 
Merrill,  The  Platonism  of  Joachim  du  Bellay;  Robin,  La  Theorie  platonicienne  des  idees  et  des 
nombres  apres  Aristote;  Honigswald,  Denker  der  italienischen  Renaissance;  Tonelli,  L'Amore  nella 
poesia  e  nel  pensiero  del  Rinascimento;  and  Kristeller,  The  Philosophy  of  Marsilio  Ficino. 

2  Peletier  du  Mans,  V Art  poetique,  pp.  68-69. 

3  Ronsard,  Abbrege,  in  his  GEuvres,  VII,  45.  Pontus  de  Tyard  links  the  divine  frenzy 
with  the  poet's  role  as  a  teacher.  He  declares:  "La  fureur  poetique  est  un  ravissement  de 
Tame  au  moyen  duquel  elle  est  eveillee,  emue,  incitee  a  1'INSTRUCTION  des  Hommes." 
— CEuvres  poetiques. 
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combat.  The  critics  of  this  group  gather  together  all  the  evidence 
they  can  find  which  will  prove  the  high  and  glorious  position  of  the 
poet.  Du  Bellay  urges  the  poet  to  aim  at  the  stars  and  to  be  never 
satisfied  with  a  performance  unworthy  of  the  glorious  name  of  "poet." 
Since  the  language  is  at  this  time  receiving  much  attention  and 
praise,  Du  Bellay  hopes  to  strengthen  the  position  of  the  poet  by 
pointing  out  how  necessary  he  is  to  the  mother  tongue.  If  the  enter- 
prise of  perfecting  the  vernacular  is  glorious,  the  poet  as  the  chief 
contributor  towards  this  perfection,  partakes  of  this  glory.  He  begins 
the  second  book  of  the  Defense  et  illustration  by  remarking  that  "le 
poete,  et  l'orateur  sont  comme  les  deux  piliers,  qui  soutiennent 
l'edifice  de  chacune  langue."4  The  position  of  the  poet  is  further 
buttressed  by  long  lists  of  ancient  worthies  who  were  poets.  If  the 
reader  wants  to  see  who  is  named,  he  can  look  at  similar  lists  in  my 
section  on  the  Italian  and  the  English  critics.  It  would  be  superfluous 
to  repeat  them  here. 

The  close  relationship  which  exists  between  princes  and  their  poets 
is  remarked  upon  not  only  to  show  how  the  interests  of  the  poet  are 
identified  with  the  court  and  deserve  royal  patronage  but  also  to 
demonstrate  the  importance  of  the  poetic  art.  The  example  of  Virgil's 
relationship  to  Augustus  and  Maecenas  may  be  remembered.  After 
telling  of  the  divine  nature  of  poets,  Peletier  adds:  "Pource,  les 
Princes  de  jadis  ont  honore  les  Poetes,  jusques  a  les  tenir  les  plus 
prochains  de  leurs  personnes."5  Poets,  near-poets,  and  critics  are 
jealous  of  the  honor  which  the  poet  obtains  by  this  royal  protection. 
Du  Bellay,  in  his  Defense  et  illustration,  happens  to  remark  that  many 
ignorant  versifiers  strut  under  the  name  of  poet  at  the  court.  Aneau 
immediately  snatches  at  this  remark  and  chastises  the  poet  thus: 

Tu  charges  bien  temerairement  les  Princes  et  leur  cours  d'ignorance  et  faulte 
de  jugement,  en  renvoyant  vers  eux  les  mals  equipez,  et  ignorans  rymeurs. 
Ou  au  contraire,  se  sont  tousjours  trouvez,  et  bien  receuz  les  plus  parfaictz, 
et  scavans  Poetes.  Parquoy  tu  fais  injure  aux  uns,  et  aux  autres.6 

Remarks  like  this  help  us  to  understand  the  importance  of  the 
aristocracy  to  the  poet.  Although  most  poets  are  born  gentle,  the 
necessity  for  patronage  is  always  present  for  most  of  them.  One  has 

4  Defense,  pp.  167-169.      6  U Art  poetique,  p.  69. 

6  Le  Quintil  horatian,  "Sur  le  Second  Livre,"  "Sur  le  onzi£me  chapitre." 
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only  to  read  the  prefaces  of  every  work  published  at  this  time  and 
the  thousands  of  little  and  big  poems  whose  sole  purpose  is  the  praise 
of  this  or  that  great  lord,  or  prince,  to  realize  that  the  poet  is  bound 
to  the  great  men  of  his  world  by  ties,  not  only  of  sentiment,  but  of 
favor  and  gold  as  well.  As  a  result,  the  poet  is  apt  to  look  upon  his 
audience  as  limited  to  a  narrow  aristocratic  circle.  It  is  an  aristocracy 
both  of  birth  and  of  the  intellect.  To  Rabelais's  Abbey  de  Theleme 
only  the  well-born  are  granted  admission.  In  the  first  preface  to 
V  Olive  Du  Bellay  can  say  "Je  ne  cerche  point  les  applaudissements 
populaires"7  and  mean  it.  His  audience  is  a  select  group,  one  that 
possesses  an  "honneste  fiamme  au  peuple  non  commune."8  Ronsard 
considers  himself  the  poet  of  princes  as  well  as  the  "prince  of  poets." 
Ronsard's  El'egie  a  J.  de  La  Peruse  has  a  section  devoted  to  the  relation 
between  the  king  and  the  poet.  The  poet  is  dependent  upon  the  good 
will  of  the  monarch,  but  at  the  same  time  the  monarch  depends 
upon  the  poet  to  eternize  his  name: 

Car  pour-neant  le  Poete  sacre 
Chante  ses  vers,  s'ils  ne  viennent  a  gre 
Aux  Rois  sceptrez,  en  qui  gist  la  tutelle 
Des  doctes  Soeurs,  &  toute  leur  sequelle. 

Pource,  a  bon  droit  nos  vieux  predecesseurs 
Logeoient  Hercule  au  temple  des  neuf  Soeurs, 
Pour  desseigner  que  leur  puissance  est  morte, 
Si  quelque  Heros  ne  leur  tient  la  main  forte, 
Et  que  les  vers  demeurent  desprisez, 
Si  d'un  grand  Roy  ne  sont  favorisez. 

Aussi  le  Roy,  quelque  chose  qu'il  face, 
Meurt  sans  honneur,  s'il  n'achete  la  grace 
Par  maints  presens  d'un  Poete  sgavant 
Qui  du  tombeau  le  deterre  vivant, 
Et  fait  tousjours  d'une  plume  animee 
Voler  par  tout  sa  vive  renommee.9 

The  poet  must  be  worthy  of  these  associations,  according  to  the 
critics.  He  must  be  of  gentle  and  aristocratic  manners  and  have  all 
the  accepted  virtues.  In  other  words,  he  must  be  a  good  man.  "Pour- 
ce que,"  says  Ronsard,  "les  Muses  ne  veullent  loger  en  une  ame  si 

7  Du  Bellay,  V Olive,  Premiere  preface,  in  his  CEuvres  poetiques,  I,  9. 

8  Ibid.,  Les  Regrets,  Sonnet  VI,  in  his  CEuvres  poetiques,  II,  56. 

9  Ronsard,  Odes,  "Ode  a  J.  de  la  Peruse,"  in  his  CEuvres,  V,  36. 
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elle  n'est  bonne,  saincte,  et  vertueuse."  10  A  good  man  is  not  the  same 
in  one  society  as  in  another.  As  we  know,  the  virtues  espoused  by 
Benjamin  Franklin  are  not  those  of  an  aristocrat.  The  sixteenth- 
century  gentleman  would  consider  the  saving  of  one's  money  some- 
thing to  be  ashamed  of,  rather  than  a  virtue.  Thus,  when  we  are  told 
that  the  poet  should  be  a  good  man,  we  can  guess  that  the  standards 
of  good  and  bad  are  aristocratic.  In  "Ode  XVIII,  a  son  neveu  Louys 
de  Ronsard"  (1555),  a  sort  of  sixteenth-century  Kipling's  "If,"  Ron- 
sard  gives  at  length  a  sort  of  courtesy-book  summary  of  what  con- 
stitutes "vertu"  in  an  aristocratic  society: 

Mon  neveu,  suy  la  vertu: 
Le  jeune  homme  revestu 
De  la  science  honorable, 
Aux  peuples  en  chacun  lieu, 
Apparoist  un  demi-Dieu, 
Pour  scavoir  venerable. 

Sois  courtois,  sois  amoureux, 

Sois  en  guerre  valeureux; 

Aux  petits  ne  fais  injures: 

Mais  si  un  grand  te  fait  tort, 

Souhaite  plus-tost  la  mort, 

Que  d'un  seul  poinct  tu  l'endures. 

Jamais  en  nulle  saison, 
Ne  cagnarde  en  ta  maison: 
Vois  les  terres  estrangeres, 
Ou  fay  service  a  ton  Roy; 
Et  garde  tousjours  la  loy 
Que  vouloient  garder  tes  peres. 

Ne  sois  menteur  ne  paillard, 
Yvrogne  ny  babillard: 
Fay  que  ta  jeunesse  caute 
Soit  vieille  devant  le  temps. 
Si  bien  que  ces  vers  tu  entens, 
Tu  ne  feras  jamais  faute. 1 1 

10  L'Abbrege,  in  his  (Euvres,  VII,  45. 

11  Ronsard,  Odes,  "Ode  XVIII.,"  Livre  V,  in  his  (Euvres,  II,  437. 
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The  virtues  are  those  of  a  military  aristocracy:  honor,  courtesy, 
kindness  to  one's  social  inferiors,  obedience  to  the  king,  and  submis- 
sion to  the  law.  Here  we  have  in  little  what  Ronsard  means  by  a 
good  man. 

The  poet  not  only  conforms  to  the  moral  and  ethical  standards  of 
his  society,  but  he  is  also  considered  by  several  of  the  critics  to  be 
one  of  the  teachers  of  ethics.  Jacques  Peletier  du  Mans,  in  V Art 
poetique,  remarks  that  poets  are  the  "maitres  et  reformateurs  de  la 
vie."  The  virtues  which  it  is  the  duty  of  the  poet  to  inculcate  are  un- 
questionably the  aristocratic  ones  listed  by  Ronsard,  while  the  vices 
that  he  should  see  fit  to  chastise  are  the  excesses  which  depart  from 
the  accepted  norm  of  conduct.  In  order  that  the  poet  may  have  the 
proper  attitude  and  to  make  clearer  his  exalted  position,  Du  Bellay 
advises  him  to  lead  an  almost  ascetic  life,  removed  from  the  vulgar 
pastimes  and  pleasures  of  vulgar  people. 

Since  the  poet  is  so  closely  connected  with  the  court,  he  is  advised 
to  be  the  aristocrat,  not  merely  in  his  daily  life,  but  even  in  his  art. 
In  his  essay  entitled  "De  Pinstitution  des  enfans"  Montaigne  tells  us 
that  the  style  of  writing  he  likes  best  is  "un  parler  succulent  et  nerveux, 
court  et  serre,  non  tant  delicat  et  peigne  comme  vehement  et  brusque." 
How  is  the  poet  to  achieve  this  style?  By  imitating  the  "sweet  dis- 
order" which  is  fashionable  at  the  court.  It  is  a  fashion  of  which 
Montaigne  approves.  He  says: 

J'ay  volontiers  imite  cette  desbauche  qui  se  voit  en  nostre  jeunesse,  au  port 
de  leurs  vestemens:  un  manteau  en  escharpe,  la  cape  sur  une  espaule,  un 
bas  mal  tendu,  qui  represente  une  fierte  desdaigneuse  de  ces  paremens 
estrangers,  et  nonchallantedel'art.  Mais  je  la  trouve  encore  mieux  employee  en 
la  forme  du  parler.  Tout  affectation,  nommeement  en  la  gayete  et  liberte 
frangoise,  est  mesadvenante  au  cortisan.  Et,  en  une  monarchic,  tout  gentil'- 
homme  doit  estre  dresse  a  la  fagon  d'un  cortisan.  Parquoy  nous  faisons  bien 
de  gauchir  un  peu  sur  le  naif  et  mesprisant. n 

Not  only  is  every  gentleman  but  also  every  poet  seemingly,  dresse 
a  la  fagon  d'un  courtisan.  Translated  into  aesthetic  terms,  it  means  that 
the  poet  shall  write  in  such  a  manner  that  the  difficulties  of  com- 
position shall  be  entirely  hidden.  There  is  something  here,  too,  of 
the  old  aristocratic  scorn  for  letters,  which  has  been  transmuted  into 

14  Montaigne,  Essais,  I,  xxvi,  p.  278. 
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a  pretended  carelessness  toward  one's  own  production.  This  does  not 
mean  that  the  poet  should  not  work  hard  over  his  productions,  how- 
ever. The  poet  is  told  he  must  forego  many  of  the  pleasures  of  other 
men  in  order  to  spend  long  hours  over  his  books  and  poetry.  Hard 
work  is  necessary  if  the  finished  production  is  to  have  the  air  of 
spontaneity  desired. 

Aristocratic  as  it  was  deemed  that  poets  should  be,  the  poet-critics 
are  far  from  urging  the  aspirant  to  poetic  honors  to  be  a  poete  courtisan. 
Du  Bellay  satirizes  the  poetaster  of  the  court  in  Le  Poete  courtisan.  His 
greatest  objection  to  this  creature  is  that  he  is  totally  ignorant  and 
therefore  profanes  the  art  whenever  he  touches  it.  Vauquelin,  too, 
warns  the  young  poet  against  slipping  into  the  position  of  a  mere 
poetic  retainer  at  court.  He  tells  the  poet: 

Si  vous  voulez  reprendre  l'exercice 

De  faire  en  Cour  aux  grands  Seigneurs  service, 

II  faut  laisser  vostre  ame  en  la  maison: 

Estre  debout  en  chacune  saison, 

Voire  emprunter  de  jambes  un  grand  nombre, 

De  la  vertu  ne  prenant  rien  que  Pombre. 

Car  voulant  vivre  en  franche  liberte, 

II  faut  choisir  repos  d'autre  cote. 

Dedans  le  Louvre  en  ces  chambres  dorees, 

Les  doctes  Soeurs  fort  peu  sont  honorees: 

Mais  l'ignorance  y  trouve  grand  credit: 

La  seulement  est  un  sgavoir  maudit.13 

The  objection  to  the  court  poet  is  based,  not  on  the  grounds  of  his 
being  courtly,  but  on  the  fact  that  he  is  unlearned.  Is  this  objection 
antiaristocratic  or  not?  Certainly,  at  an  earlier  period  it  would  have 
been.  In  the  Middle  Ages,  when  the  main  business  of  the  aristocrat 
was  war  and  his  favorite  diversion  the  mock-war  of  the  tournament, 
learning  was  despised  as  not  only  unnecessary  but  also  dangerous  for 
the  knight.  In  his  essay  "Du  pedantisme"  Montaigne  repeats  this 
view  and  asserts  that  study  unmans  and  makes  unwarlike  the  spirit. 
This  attitude,  though  it  may  have  still  obtained  in  certain  ultra- 
conservative  circles,  is  certainly  not  typical  of  the  French  Renaissance. 
On  the  contrary,  learning  is  highly  esteemed,  and  the  king  and  his 

13  La  Fresnaye,  "Satyres  franchises  a  Francois  de  Malherbe,  Sieur  de  Digny,"  in  his 
CEuvres  poetiques. 
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great  lords  are  the  patrons  of  letters.  A  solid  education  is  hardly 
possible  in  this  period  unless  one  conies  from  a  very  well-to-do  family. 
The  education  of  Montaigne  with  great  scholars  hired  as  his  private 
tutors  is  not  atypical.  Montaigne,  himself,  considers  education  as  that 
which  fashions  a  gentleman.  In  his  "De  l'institution  des  enfans" 
(I,  xxvi.)  he  writes:  "Nous  .  .  .  cerchons  icy  .  .  .  de  former  non  un 
grammairien  ou  logicien  mais  un  gentil'homme."  Thus,  by  necessity 
as  well  as  inclination,  learning  and  the  aristocracy  are  bound  to- 
gether. When,  then,  the  critic  demands  that  the  poet  be  learned,  he 
is  intensifying,  rather  than  departing  from  his  aristocratic  point  of 
view.  The  ideas  on  what  constitutes  learning  are  of  the  period's 
spaciousness.  Let  us  see  what  Peletier  thinks  the  poet  should  know: 

Je  n'ai  pas  ici  grand  besoin  de  dire  qu'a.  notre  poete  est  necessaire  la  con- 
naissance  d'astrologie,  cosmographie,  geometrie,  physique,  bref  de  toute  la 
philosophic  Sans  lesquelles  non  seulement  ne  se  comprend  aucune  perfec- 
tion: mais  encore  est  tout  timide  et  honteux  celui  qui  ne  les  a  a  commande- 
ment,  n'osant  s'aventurer  d'entrer  en  quelque  bon  passage,  quand  il  se  sent 
coupable  de  n'en  pouvoir  sortir,  etant  depourvu  de  cela  qui  plus  illustre  un 
poeme.  II  ne  faut  point  non  plus  que  je  l'avertisse  que  Part  de  la  guerre  lui 
doit  etre  familier,  puisque  c'est  le  principal  sujet  du  Poete  Hero'ique,  et 
memement  l'art  nautique,  et  bref  les  arts  mecaniques,  ne  lui  doivent  etre 
inconnus:  au  moins  en  doit-il  savoir  les  principales  adresses,  usages  et 
vocables,  pour  en  parler  dedans  ses  Ecrits  de  telle  grace,  et  de  si  bonne 
atteinte;  qu'il  semble  bien  qu'il  ne  soit  pas  ignorant  de  ce  qu'il  ne  dit  pas.14 

Long  as  this  list  is,  notice  that  nothing  is  said  about  classical 
literature.  Yet,  every  critic  also  assumes  that  the  poet  will  be  saturated 
in  the  Greek  and  Roman  writings.  The  Renaissance  concept  of  imi- 
tation as  the  borrowing  from  the  ancients  means,  of  course,  that  the 
poet  must  be  a  scholar  and  can  be  appreciated  only  by  the  learned. 
Du  Bell  ay  goes  even  farther.  Not  only  is  he  one  of  the  strongest 
advocates  of  "stealing"  from  the  classics  but  also  he  is  even  willing 
to  make  the  poet  subservient  to  the  nonpoetic  savant.  Thus,  in  La 
Defense  he  writes: 

Je  voudroys  bien  qu'a  l'exemple  de  ce  grand  monarque,  qui  defendit  que 
nul  n'entreprist  de  la  tirer  en  tableau,  si  non  Apelle,  ou  en  statue,  si  non 
Lysippe,  tous  roys,  et  princes  amateurs  de  leur  langue  deffendissent,  par 

14  Peletier,  V Art  poetique,  pp.  216-217. 
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edict  expres,  a  leurs  subjectz  de  non  mettre  en  lumiere  oeuvre  aucun,  et  aux 
imprimeurs  de  non  l'imprimer,  si  premierement  il  n'avoit  endure  la  lyme 
de  quelque  sgavant  homme,  aussi  peu  adulateur  qu'etoit  ce  Quintilie,  dont 
parle  Horace  en  son  Art  Poetique.  .  . 15 

Du  Bellay  is  willing  to  set  up  a  censorship  and  not  allow  the  poet 
to  publish  unless  his  poems  have  been  approved  by  a  learned  man 
appointed  to  office  by  the  state.  This  poet  and  critic  accepts  the 
corollaries  of  his  convictions.  Believing  that  a  poet  must  be  dependent 
upon  the  aristocracy  and  the  king,  Du  Bellay  asks  that  the  spiritual 
relationship  which  other  critics  have  commented  upon  be  made 
flesh  by  incorporation  into  the  law  of  the  state. 

The  Purpose 

A  critic's  conception  of  the  purpose  of  poetry  so  colors  his  every 
aesthetic  pronouncement  that  in  other  parts  of  this  paper  we  have 
inevitably  given  a  general  idea  of  what  the  Renaissance  critics  con- 
ceive the  purpose  of  the  poetic  art  to  be.  For  the  sake  of  completeness 
and  since  this  subject  is  so  important,  we  shall  again  look  at  several 
ideas  of  the  critics  in  order  to  summarize  their  views  on  this  point. 

When  a  critic  considers  the  time-honored  question  "What  is  the 
purpose  of  poetry?"  he  usually  becomes  a  philosopher  and  gives  us 
his  answer  to  the  question  in  a  form  suggested  by  his  personal  beliefs. 
Spingarn  declares  that  one  might  say  that  there  is  "little  critical 
theorizing  in  the  French  Renaissance."  16  Certainly,  this  is  true,  for 
in  comparison  with  the  Italian  critics,  the  French  writers  of  poetic 
treatises  are  little  given  to  philosophizing.  Most  of  the  critics  are 
poets  first  and  aestheticians  second,  with  the  result  that  the  practical 
problems  of  versification  and  form  are  given  more  prominence  than 
are  the  philosophical  problems.  This  is  not  to  say  that  the  French 
critical  treatises  do  not  contain  the  conventional  theoretical  formula- 
tions, but  merely  that  less  interest  is  shown  in  them. 

Naturally,  when  we  have  seen  what  the  Arts  poetiques  have  said 
about  the  poet,  we  have  a  fairly  clear  idea  of  what  the  critics  con- 
sidered the  purpose  of  poetry  to  be;  yet  the  approach  is  from  a  slightly 
different  angle.  In  speaking  of  the  purpose  of  poetry,  the  critics  always 
have  the  moral  objections  of  poetry  in  the  back  of  their  minds.  One 

15  Defense,  pp.  307—308.      16  Spingarn,  Literary  Criticism  in  the  Renaissance,  p.  189. 
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of  the  best  answers  to  the  objection  that  poetry  is  immoral  is  to  say 
that  it  is  divine.  So  Ronsard  does.  He  advises  the  poet  to  approach 
the  Muses  with  reverence  as  the  true  daughters  of  God: 

Sur  toutes  choses  tu  auras  les  Muses  en  reverence,  voire  en  singuliere  venera- 
tion, et  ne  les  feras  jamais  servir  a  chose  des-honnestes,  a  risees,  a  libelles 
injurieux;  mais  les  tiendras  cheres  et  sacrees,  comme  les  filles  de  Jupiter, 
c'est  a  dire  de  Dieu,  qui  de  sa  saincte  grace  a  premierement  par  elles  faict 
connoistre  aux  peuples  ignorans  les  excellences  de  sa  majeste. 17 

The  purpose  of  so  divine  an  art  must  be  essentially  good,  the 
critics  say.  For  the  purists  who  declare  that  poetry  is  a  sensuous 
pleasure  dangerous  to  right  thinking,  the  critics  answer  that  the  func- 
tion of  poetry  is  to  teach  and  that  the  pleasure  associated  with  it  is 
merely  the  means  whereby  the  poet  catches  his  audience's  ears,  the 
better  to  instruct  it.  This  is  the  conventional  answer  inherited  from 
the  Italian  critics  to  the  moral  objections  to  poetry.  Vauquelin  de  la 
Fresnaye  says  that  poetry  delights,  to  be  sure,  but  in  order  to  lead 
the  reader  to  virtue: 

C'est  pourquoy  des  beaus  vers  la  joyeuse  alegresse 
Nous  conduit  aux  vertus  d'une  plaisante  addresse. 18 

Nevertheless,  Vauquelin  is  too  much  of  a  poet  to  deny  that  the  de- 
light of  poetry  has  a  value  that  has  nothing  to  do  with  ethics.  The 
sign  of  poetry  is  that  it  pleases  and  the  ability  to  delight  is  necessary 
to  it: 

C'est  le  but,  c'est  la  fin  des  vers  que  resjouir: 
Les  Muses  autrement  ne  les  veulent  ouir. 19 

It  is  a  serious  purpose  rather  than  mere  delight  which  the  critics 
want  the  poem  to  have,  however,  and  one  purpose  that  is  seldom 
forgotten  is  the  nationalistic.  Du  Bellay,  we  remember,  asks  Ronsard 
to  write  a  great  national  epic  to  the  glory  of  France,  and  Ronsard 
obliges  with  La  Franciade  (1572),  whose  purpose  is  rnanifestly  the 
glorification  of  the  French  nation.  Even  when  the  subject  is  not  so 
directly  political,  the  poet  feels  that  he  is  helping  to  give  renown  to 
his  mother  tongue  by  writing  in  it.  Ronsard,  however,  not  only  wrote 

17  L'Abbrege,  in  his  CEuvres,  VII,  44.      18  V  Art  poetique,  I,  45.      19  Ibid.,  I,  44. 
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La  Franciade,  but  started  another  poem,  which  he  did  not  complete. 
The  opening  lines  are: 

Je  chante  par  quel  art  la  France  peut  remettre 
Les  armes  en  honneur.  .  . 

The  critics  are  equally  nationalistic  in  purpose.  Du  Bellay  writes 
to  defend  the  mother  tongue.  Deimier  writes  his  art  of  poetry,  he 
says,  because: 

L'affection,  qui  m'a  tousjours  anime  au  service  de  la  vertu.  .  .  .  Ceste  affec- 
tion gouvernant  ainsi  mes  desirs,  &  les  subjects  que  j'ay  nomme  estant  ainsi 
en  ma  connoissance,  je  n'ay  pas  espargne  ny  mes  peines,  ny  le  temps  a  me 
travailler  a  faire  ce  Livre,  &  mesmes  en  consideration  de  ce  que  je  voy, 
qu'il  est  purement  a  l'honneur  &  contentement  du  peuple  Frangois,  &  a  la 
gloire  de  nostre  langage.20 

Poets  and  critics  alike  in  this  period  agree  with  Deimier's  patriotic 
sentiments.  This  nationalistic  purpose  is  a  general  one,  but  many 
other  ends  of  poetry  of  a  more  specific  nature  reveal  the  aristocratic 
nature  of  this  literary  criticism.  The  purpose  of  perfecting  a  gentle- 
man in  all  the  virtues  is  ever  present. 

So  closely  is  the  intent  of  poetry  connected  with  the  political  struc- 
ture of  the  country  that  Baif  declares  that  tragedies  were  invented 
to  teach  kings  and  princes.21  This  is  one  aim  of  poetry,  to  teach 
"roys  et  grands  seigneurs,"  but  more  important  than  the  instruction 
of  aristocrats  is  the  writer's  function  in  praising  them  and  making 
their  deeds  live.  One  end  of  composition  is  to  "sonner  les  Princes  et 
les  Rois,"  as  Ronsard  says.  Its  function  is  to  make  the  glory  of  princes 
live.  "Les  doctes  folies  de  poetes,"  he  writes,  "survivront  les  in- 
nombrables  siecles  avenir  criants  la  gloire  des  princes  consacres  par 
eux  a  Pimmortalite."22 

The  poet's  achievement  in  celebrating  the  glory  of  illustrious 
princes  and  great  lords  is  twofold:  first,  he  hands  down  great  names 
for  the  remembering  honor  of  posterity,  and,  second,  by  so  doing  he 
inspires  others  with  these  examples  of  glory  to  go  and  do  likewise 

20  UAcademie  de  Part  poetique,  Preface. 

21  Baif,  La  Tragedie  a"Euripide  nommee  Hecuba,  "Dedicace  au  Roy." 

22  Ronsard,  Odes  (1550),  "Premiere  Preface,"  in  his  CEuvres,  Vol.  V. 
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for  the  honor  of  their  country  and  the  favor  of  their  prince.  Peletier 
gives  voice  to  this  aristocratic  viewpoint: 

La  Poesie  a  ete  cause  que  les  faits  memorables  des  hommes  illustres  sont 
passes  a  la  posterite.  Et  rendant  temoignage  de  la  grandeur  et  excellence 
des  vertus  et  vertueux:  a  fait  que  les  suivants  se  sont  efforces  a  semblables 
factions  et  entreprises,  pour  le  desir  de  Pimmortalite:  et  que  pour  le  salut  et 
conservation  de  la  Patrie,  les  hommes  vaillants  ont  expose  leur  propre  vie: 
premierement  pour  etre  honores  de  leurs  hommes,  et  pour  avoir  la  faveur 
de  leurs  Princes,  puis  apres,  pour  etre  perpetuus  par  la  guide  des  Ecrits.23 

Other  specific  ends  of  poetry  mentioned  here  and  there  in  these 
critical  writings  that  we  have  touched  on  in  other  sections  of  this 
book  are:  the  improvement  of  the  language,  the  civilizing  of  people, 
the  improvement  of  manners,  and  the  scourging  of  vice.  Most  of 
these  purposes  spring  from  the  common  Renaissance  desire  to  depart 
from  the  formless  barbarism  of  the  Middle  Ages  and  to  give  to  life 
a  new  polish  and  a  new  meaning  in  accordance  with  the  humanistic 
and  aristocratic  view  of  man.  The  growth  of  classicism  and  the  doc- 
trine of  the  imitation  of  the  ancient  writers  are  but  developments 
of  this  imperative  desire. 

It  would,  perhaps,  be  advisable  to  distinguish  between  the  self- 
conscious  and  the  unself-conscious  aristocratic  thinking  in  these 
critics,  if  it  were  possible.  Unfortunately,  I  do  not  believe  it  is.  Some 
sort  of  black  magic  would  be  necessary  to  decide  in  a  given  passage 
whether  the  critic  was  writing  consciously  from  an  aristocratic  bias. 
Today,  with  all  the  talk  we  hear  about  class  consciousness,  we  are 
likely  to  look  upon  it  as  a  deliberate  attitude.  In  the  Renaissance, 
on  the  other  hand,  aristocratic  ways  of  thought  were  so  dominant 
and  encountered  so  little  opposition  that  thinking  in  these  terms  was 
for  the  most  part  undeliberate  and  "natural."  But  I  do  not  think 
that  the  value  of  our  material  depends  on  a  difficult  distinction.  The 
passages  I  have  quoted  in  this  chapter  reveal  or  declare  an  aristo- 
cratic habit  of  thought  which  is  likely  to  produce  the  same  complica- 
tions and  consequences  whether  it  be  naiVe  or  not. 

23  Peletier  du  Mans,  UArt  poetique,  p.  68. 
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England 
THE  FIGHT  FOR  THE  VERNACULAR 

HE  attempt,  in  the  Renaissance,  to  establish  English 
as  a  literary  tongue  gave  birth  to  controversies  already 
familiar  to  us  from  our  knowledge  of  the  struggle  in 
Italy  and  France.  The  most  striking  thing  we  will  find 
is  the  fact  that  the  arguments  in  France  and  in  England 
follow  almost  identical  lines  and  present  a  unity  of  development 
when  compared  with  the  dissimilar  form  the  fight  for  the  vulgar 
tongue  took  in  Italy.  The  differences,  however,  which  are  present 
between  England  and  France  are  a  result  not  only  of  slight  variations 
in  national  development  but  also  of  the  circumstance  that  England 
lagged  almost  as  far  behind  France  as  France  lagged  behind  Italy. 
For  instance,  Du  Bellay's  Defense  et  illustration  was  published  in  1549, 
while  for  a  critical  work  of  similar  importance  in  England,  though 
not  one  which  stresses  the  linguistic  side  as  much,  we  have  to  wait 
for  Sidney's  Defense  of  Poesy,  written  about  1583  and  not  published 
until  1595. 

However,  the  time  lags,  subtle  shifts  in  emphasis,  and  so  forth, 
while  they  must  not  be  overlooked,  are  of  minor  importance  as 
against  the  similarities  in  the  criticism  dealing  with  the  national 
tongue  in  both  countries.  The  reason  for  the  parallel  critical  develop- 
ment can  be  found  in  the  parallel  historical  development.  In  Eng- 
land, as  in  France,  the  great  phenomenon  of  the  Renaissance  was 
the  transfer  of  power  from  the  church  and  feudal  aristocracy  to  a 
centralized  monarchy  which  represented  national  unity  as  against 
feudal  separatism.  In  England,  the  process  was  accelerated  by  the 
self-destruction  of  the  feudal  nobility  in  the  Wars  of  the  Roses.  Thus, 
in  England  of  the  Renaissance  the  monarchy  was  surrounded  by  a 
newly  created  courtly  aristocracy  dependent  upon  the  court  both  for 
its  titles  and  its  wealth.  The  very  completeness  of  the  victory  of  the 
new  monarchy  also  hastened  the  growth  of  the  middle  class  and  of 
the  Puritan  opposition,  which  comes  into  the  picture  very  early  and 
triumphs  at  Marston  Moor. 

The  pre-Renaissance  history  of  the  English  language  differs  from 
that  of  the  languages  of  the  continent,  since  English  alone  of  the 
tongues  of  Europe  had  to  endure  the  domination  of  an  outside  tongue 
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imposed  upon  the  people  by  foreign  conquerors. '  The  native  speech, 
since  the  nobility  spoke  French,  was  reduced  to  the  level  of  a  language 
for  serfs  and  unlearned  people.  However,  because  of  the  early  rise  of 
national  feeling  in  England,  at  least  partly  a  result  of  the  fact  that  the 
barons  were  never  as  completely  independent  of  the  king  as  in  other 
countries,  the  English  language  overcame  these  obstacles,  and  by  the 
end  of  the  fourteenth  century  had  assured  its  dominance.  In  the  year 
1 399,  for  the  first  time  since  the  Conquest,  in  Henry  IV  England  had 
a  king  to  whom  English  was  the  mother  tongue.  Henry's  formal 
challenge  for  the  crown,  his  thanks  to  Parliament,  and  the  speech 
of  the  Chief  Justice  in  deposing  Richard  II  were  all  in  this  language.2 
The  growing  strength  of  the  English  monarchy  made  it  inevitable, 
as  did  the  same  conditions  in  France,  that  the  language  of  the  capital 
should  become  the  national  literary  tongue. 3 

One  of  the  great  forces  leading  toward  the  establishment  of  the 
English  language  was  the  Protestant  Reformation.  The  revolt  against 
the  authority  of  the  church  and  its  domination  of  the  mind  of  man 
was  early  linked  with  the  social  and  even  revolutionary  movements 
of  English  society.  In  the  fourteenth  century  the  attack  by  Wycliffe 
and  his  followers  on  the  authority  of  the  church  and  all  authority 
not  founded  on  grace  resulted  in  the  first  complete  English  translation 
of  the  Bible.  When  a  bill  was  introduced  into  Parliament  to  "adnulle" 
the  English  Bible,  John  of  Gaunt  stoutly  declared:  "We  will  not  be 
refuse  of  all  other  nacions;  for  sythen  they  have  Goddes  law  whiche 
is  the  lawe  of  oure  belefe  in  there  owne  langage,  we  will  have  oures 
in  Englishe  whosoever  say  naye."4 

Although  the  movement  was  successfully  suppressed  in  the  fifteenth 
century,  the  progress  of  the  Reformation  made  the  demand  for  the 
Bible  in  the  language  of  the  people  foremost  in  the  program  of  the 
reformers.  "Christopher  Cauldwell,"  in  his  Illusion  and  Reality,  points 
out  the  great  significance  of  this  movement  for  the  future  of  England: 
"Like  all  great  languages  this  has  been  bought  and  paid  for.  Tyndale 
paid  for  it  with  his  life;  the  English  prose  style  .  .  .  was  written  in  the 

1  Baugh,  A  History  of  the  English  Language,  p.  248. 

2  McKnight,  Modern  English  in  the  Making,  p.  g. 

3  "The  History  of  Standard  English  is  almost  a  history  of  London  English,"  in  Baugh, 
History  of  the  English  Language,  p.  240. 

4  Quoted  by  McKnight,  in  Modern  English  in  the  Making,  p.  9. 
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fear  of  death,  by  heretics  for  whom  it  was  a  religious  but  also  a  revo- 
lutionary activity."5 

The  Tyndale  translation  of  the  Bible,  though  not  as  important  as 
Luther's  famous  German  Bible,  nevertheless  had  great  and  lasting 
effects  upon  the  English  language,  since  upon  this  work  were  based 
the  later  translations.  Oft  quoted  is  the  reply  of  Tyndale  to  one  of 
his  opponents:  "If  God  spare  my  life,  ere  many  years  I  will  cause  a 
boy  that  draweth  the  plowe  shall  know  more  of  the  scriptures  than 
thou  dost."6 

With  the  religious  passion  expressed  here  we  can  also  see  the  na- 
tional feeling  which  is  apparent  in  so  many  arguments  for  the  vulgar 
tongue.  Tyndale  also  argues  the  fitness  of  the  English  language  for 
the  translation  of  the  Bible.  In  the  Obedience  of  a  Christian  Man  (1528), 
after  pointing  out  that  the  apostles  used  their  native  tongue  and  that 
Saint  Jerome  translated  the  Scriptures  into  his,  he  demands:  "Why 
maye  we  not  also?  They  will  saye  it  can  not  be  translated  into  our 
tongue,  it  is  so  rude.  It  is  not  so  rude  as  they  are  false  lyers.  For  the 
greke  tonge  agreeth  moare  with  the  english  than  with  the  latyne  .... 
the  hebrue  ...  a  thousand  tymes  moare."7  The  next  year  his  Catholic 
opponent,  Thomas  More,  in  his  Dialogue,  agrees  with  Tyndale's  main 
thesis,  but  accuses  him  of  mistranslating  words  of  great  weight  in 
order  to  further  his  interests.  Tyndale's  reply  is  characteristic  of  the 
struggle.  He  retorts  that  what  troubles  More  and  his  friends  is  that 
they  have  lost  their  "juggling  terms  wherewith  they  imposed  on  and 
misled  the  people."8 

Henry  VIII  forbade  vernacular  translations  of  the  Scriptures  in 
1 530,  but  in  1 536  appeared  the  first  English-printed  New  Testament 

5  Christopher  Cauldwell  (pseud.),  Illusion  and  Reality,  p.  79. 

6  Quoted  by  McKnight,  in  his  Modern  English  in  the  Making,  p.  in. 

7  Skeat,  Specimens  in  English  Literature,  1 394-1 578,  p.  172. 

8  Ibid.,  p.  204.  This  is  not  as  unfair  as  it  sounds.  Cardinal  Wolsey  is  reported  by  Lord 
Herbert  to  have  sent  the  following  letter  to  the  pope:  "This  new  invention  of  printing  has 
produced  various  effects  of  which  Your  Holiness  cannot  be  ignorant.  If  it  has  restored 
books  and  learning,  it  has  also  been  the  occasion  of  those  sects  and  schisms  which  daily 
appear.  Men  begin  to  call  in  question  the  present  faith  and  tenets  of  the  church;  and  laity 
read  the  Scriptures,  and  pray  in  their  vulgar  tongue.  Were  this  suffered,  the  common 
people  might  come  to  believe  that  there  was  not  so  much  use  of  the  clergy.  If  men  were 
persuaded  that  they  could  make  their  own  way  to  God,  and  in  their  ordinary  language 
as  well  as  Latin,  the  authority  of  the  mass  would  fall,  which  would  be  very  prejudicious 
to  our  ecclesiastical  orders.  The  mysteries  of  religion  must  be  kept  in  the  hands  of  the 
priest." — Disraeli,  Amenities  of  Literature,  pp.  427-428. 
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(Tyndale's),  and  two  years  later,  with  the  king's  license  this  time, 
appeared  the  "Matthew's  Bible."  As  the  Reformation  movement 
gained  strength,  more  and  more  Bibles  were  published  in  English. 
In  the  short  reign  of  Edward  VI  (1547-1553),  thirteen  editions  of 
the  whole  Bible  and  almost  three  times  this  number  of  the  New 
Testament  alone  appeared.  Goaded  by  the  success  of  the  Protestant 
translations,  the  Catholics  published  an  English  New  Testament  at 
Rheims  in  1562. 

The  success  of  the  Bible  in  the  vulgar  tongue  was  of  the  greatest 
importance  for  the  future  of  the  language,  because  it  not  only  estab- 
lished the  fact  that  the  vernacular  was  a  powerful  and  worthy  instru- 
ment of  translation  but  also  provided  a  bulwark  of  solid  English  prose 
against  the  unsteadying  influence  of  the  Latinizers  and  later  of  those 
who  would  have  made  of  the  English  language  a  hodgepodge  of 
French  and  Italian. 

The  reigns  of  the  Tudor  kings,  especially  that  of  Elizabeth,  were 
marked  by  the  rise  of  strong  national  feeling.  The  result  in  England, 
as  in  France,  was  the  increasing  emphasis  upon  the  mother  tongue 
as  the  fitting  instrument  for  the  expression  of  national  ideals.  Behind 
the  critical  battle  which  raged  for  the  use  of  English  in  every  type 
of  writing  was  the  desire  of  the  people  to  share  in  the  treasures  of 
the  Renaissance. 

As  in  Italy  and  France,  the  defenders  of  the  vernacular  in  England 
found  their  strongest  opponent  in  Latin.  Latin  was  the  language  of 
the  professions  and  the  institutions  which  had  flourished  in  the 
Middle  Ages,  when  the  ancient  tongue  was  the  international  language 
of  the  world.  Furthermore,  the  position  of  Latin  was  reinforced  at 
the  time  of  the  Renaissance  by  the  new-born  enthusiasm  for  the  cul- 
ture and  science  of  the  ancients.  Too  often  among  the  scholars  the 
form  was  confused  with  the  content. 

For  a  period  under  Henry  VIII  England  was  a  center  of  the  new 
learning.  There  were  William  Grocyn,  the  first  teacher  of  Greek  at 
Oxford;  Thomas  Linacre;  Sir  Thomas  More;  William  Lyly,  the  com- 
piler of  the  Latin  grammar  known  by  his  name;  and  lastly  the  famous 
John  Colet,  Dean  of  Saint  Paul's  and  founder  of  Paul's  school.  The 
great  Erasmus  himself  visited  England  and  was  closely  connected 
with  this  brilliant  coterie  of  scholars.  The  men  themselves  were  liberal 
enough  in  their  attitude  toward  the  vernacular,  but  lesser  spirits, 
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proud  of  their  knowledge  of  Latin,  condemned  essays  in  the  vulgar 
tongue.  Education  was  largely  conceived  of  as  the  organization  of  a 
passable  Latinity.  In  the  house  of  Sir  Thomas  table  talk  was  often 
carried  on  in  Latin,  especially  if  a  distinguished  visitor  was  present, 
and  the  children  of  this  Lord  Chancellor  seem  to  have  written  all 
their  correspondence  with  him  in  this  language.  He  expected  and  re- 
ceived such  a  letter  every  day  from  each  of  his  children. 9  Latin  was 
the  language  of  instruction  at  the  universities,  and  men  so  educated 
had  difficulty  in  expressing  abstract  ideas  in  their  mother  tongue. 

The  pressure  from  the  Latinists  was  great.  So  great,  in  fact,  that 
many  felt  that  English  would  not  survive  as  a  learned  language.  Today 
we  can  see  clearly  that  the  distrust  of  the  mother  tongue  was  wrong, 
but  for  one  living  in  England  at  the  time  of  the  early  Renaissance 
excellent  reasons  presented  themselves.  Latin  was  the  international 
language  of  all  learned  men,  a  language  in  which  a  vocabulary 
existed  able  to  express  the  most  subtle  and  technical  ideas.  Why  dis- 
card this  highly  articulated  machine  for  the  primitive  hand  mill  of 
the  vernacular  when  by  doing  so,  one  would  limit  one's  learned 
audience  to  one's  fellow  countrymen? 

In  1 53 1  Sir  Thomas  Elyot,  writing  of  the  Latin  poets,  points  out 
that  they  were  able  to  "express  them[selves]  incomparably  with  more 
grace  and  delectation  than  our  englische  tonge  may  yet  compre- 
hend."10  Elyot  spoke  the  truth,  and  it  is  no  mere  desire  for  an  apolo- 
getic tone  that  causes  Ascham  to  tell  us,  in  the  dedication  to  his 
Toxophilus  (1545),  that  "to  have  written  this  boke  either  in  latin  or 
Greke  .  .  .  had  bene  more  easier";  in  the  Scholemaster  (1570)  he  says, 
"all  men  covet  to  have  their  children  speake  latin;  and  so  do  I  verie 
earnestlie  too."11  The  translators  realized  that  a  large  section  of 
learned  opinion  was  against  their  work.  Sir  Thomas  Hoby  writes  in 
1 56 1  that  "oure  learned  menne  for  the  most  part,  holde  opinion  that 
to  have  the  sciences  in  the  mother  tunge,  hurteth  and  hindreth 
learning."  12 

The  European  fame  of  George  Buchanan  rested  upon  his  Latin 
poetry.  Though  More  wrote  his  Utopia  in  151 6,  it  was  not  put  into 
English  until  sixteen  years  after  his  death  (1551).  Bacon  had  his 

9  Chambers,  Thomas  More,  p.  181.      10  The  Boke  Named  the  Governour,  p.  129. 

11  Ascham,  The  Scholemaster,  p.  185. 

12  The  Book  of  the  Courtier,  done  into  English  by  Thomas  Hoby,  p.  8. 
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essays  put  into  Latin  because,  as  he  writes  Toby  Matthews,  he  was 
convinced  that  "these  modern  languages  will  at  one  time  or  other 
play  bankrupt  with  books."13  Perhaps  more  curious  is  the  fact  that 
the  patriotic  plea  to  Englishmen  made  by  Alexander  Gil,  Milton's 
teacher,  in  the  Logonomia  Anglica  ( 1 62 1 )  should  have  been  made  in 
Latin.14 

The  defense  of  the  vernacular  by  English  literary  men  is  as  serious 
as  the  opposition  demands.  Although  the  establishment  of  an  Eng- 
lish language  capable  of  being  the  instrument  for  a  new  literature  is 
one  of  the  crying  aesthetic  needs  of  the  period,  the  arguments  for  the 
mother  tongue  are  carried  on  largely  in  nationalistic,  political  termi- 
nology. Mulcaster  identifies  Latin  with  England's  former  subserviency 
to  the  papacy:  "our  own  [tongue]  bearing  the  joyfull  title  of  our 
libertie  and  fredom,  the  Latin  tung  remembering  us  of  our  thraldom 
and  bondage."15  His  pupil,  Edmund  Spenser,  reminds  Englishmen 
that  the  national  tongue  is  intimately  connected  with  the  well-being 
of  the  state.  He  says: 

It  hath  universally  bene  the  practisse  of  the  floorishingist  States  and  most 
politique  commonwelthes  ...  to  make  the  very  most  of  ther  vulgare  tunges, 
and  togither  with  there  seignioryes  and  dominions  by  all  meanes  possible  to 
amplifye  and  enlarge  them,  devisinge  all  ordinarye  and  extraordinarye 
helpes,  both  for  the  polisshinge  and  refininge  of  them  at  home,  and  alsoe 
for  the  spreddinge  and  dispersinge  of  them  abroade.16 

Mulcaster,  speaking  again,  shows  that  his  writing  in  English  and 
his  defense  of  the  language  is  motivated  largely  by  the  same  ardor 
with  which  the  English  met  the  Spanish  Armada.  He  says: 

All  which  I  do,  concerneth  my  cuntrie  youth  and  tung,  it  entertaineth  her 
profit,  and  envieth  not  her  pleasure,  and  desireth  to  se  hir  enriched  so  in 
everie  kinde  of  argument,  and  honored  so  with  everie  ornament  of  eloquence, 
as  she  maie  vy  with  the  foren,  if  I  maie  work  it  with  wishing. 17 

Ascham,  in  his  dedication  to  the  Toxophilus  (1545),  emphasizes  the 
patriotic  character  of  his  work  and  states  he  would  write  "Englishe 

13  Quoted  by  Emerson,  History  of  the  English  Language,  p.  90. 

14  Moore,  Tudor-Stuart  Views  on  the  Growth,  Status,  and  Destiny  of  the  English  Language, 
"Studien  zur  englischen  Philologie,"  XLI,  8. 

15  Mulcaster,  Elementarie,  p.  267. 

10  G.  Harvey,  letter  in  G.  Smith's  Elizabethan  Critical  Essays,  I,  123.  Harvey  is  quoting 
Spenser. 

17  Mulcaster,  Elementarie,  Peroration. 


THE  FIGHT  FOR  THE  VERNACULAR  159 

matter  in  Englishe  tongue  for  Englishe  men."  Spenser,  in  a  letter  to 
Harvey,  shows  the  irritation  that  Englishmen  feel  in  being  told  that 
they  should  not  use  their  own  language.  He  writes:  "For  why  a  Gods 
name  may  not  we,  as  else  the  Greekes,  have  the  kingdome  of  oure 
owne  Language?"  And  his  schoolmaster  states  in  little  the  whole 
attitude  of  our  critics.  He  says  concerning  the  language:  "I  love 
Rome,  but  London  better,  I  favour  Italie,  but  England  more,  I  honour 
the  Latin,  but  I  worship  the  English."18 

From  the  political  terms  with  which  our  literary  critics  argue,  we 
can  picture  the  Elizabethan  era  as  an  age  in  which  nationalism  is  so 
dominant  a  social  force  that  the  terminology  of  men  of  letters  differs 
not  appreciably  from  that  of  statesmen  or  warriors.  In  the  full  flower 
of  national  pride,  class  differences  are  at  times  forgotten  and  the 
critic  who  advocates  the  use  of  English  often  does  so  that  the  wisdom 
of  the  ages  may  be  tasted  by  the  common  people  of  England.  "I 
write,"  says  Mulcaster,  "to  profit  the  most  which  is  that  of  the  un- 
trained and  unskilful  multitude."19 

Foremost  in  the  defense  of  the  use  of  the  vulgar  tongue  is  the 
argument  that  English  is  equal  to  the  other  languages.  Latin  and 
Greek,  of  course,  have  to  be  contended  with;  but  the  dignity  of  the 
great  Italian  literature  gives  that  people's  language  a  position  side 
by  side  with  classic  tongues,  and  this,  to  our  nationally  minded 
critics,  is  reason  enough  for  attacking  it.  A  familiar  argument  for 
English  is  that  of  Samuel  Daniel,  who  avers  that,  since  the  English 
are  men  as  well  as  the  Latins  and  Italians,  they  have  a  right  to 
linguistic  independence.  He  says: 

All  our  understandings  are  not  to  be  built  by  the  square  of  Greece  and  Italie. 
We  are  the  children  of  nature  as  well  as  they;  we  are  not  so  placed  out  of 
the  way  of  judgement  but  that  the  same  Sunne  of  Discretion  shineth  uppon 
us;  we  have  our  portion  of  the  same  virtues  as  well  as  of  the  same  vices.  .  .  .20 

The  next  step,  after  having  stated  the  ethical  right  of  each  people 
to  its  own  speech,  is  to  assert  flatly  the  equality  of  English  to  the 
other  tongues.  "I  do  not  think,"  says  Mulcaster,  "that  anie  language, 
be  it  whatsoever,  is  better  able  to  utter  all  arguments,  either  with 
more  pith,  or  greater  planesse,  than  our  English  tung  is."21  Richard 

18  Ibid.,  p.  269.      19  Ibid.,  p.  276. 

20  Samuel  Daniel,  A  Defence  of  Rhyme,  in  Smith,  II,  366-367. 

21  Mulcaster,  Elementarie,  p.  274. 
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Carew's  Epistle  on  the  Excellency  of  the  English  Tongue  has  for  its  thesis 
"that  our  English  Langwadge  for  all  or  the  most  is  macheable,  if  not 
preferable,  before  any  other  in  vogue  at  this  daye."22 
Giles  Fletcher  (the  Elder)  says: 

For  my  owne  parte,  I  am  of  this  mind  that  our  nation  is  so  exqasite  (neither 
woulde  I  overweininglie  seeme  to  flatter  our  home-spunne  stuffe,  or  diminish 
the  credite  of  our  brave  travellers)  that  neither  Italie,  Spaine  nor  France 
can  goe  beiond  us  for  exact  invention.23 

Sir  Philip  Sidney  says  much  the  same:  "But  for  the  uttering  sweetly, 
and  properly  the  conceits  of  the  minde,  which  is  the  end  of  speech, 
that  hath  it  equally  with  any  other  tongue  in  the  world."24  George 
Pettie,  in  the  preface  prefixed  to  his  translation  of  Guazzo's  Civile 
Conservation  (1581),  agrees  in  principle  with  Sidney  and  declares  that 
he  himself  can  prove  it  in  practice.  He  boasts: 

I  durste  my  selfe  undertake  ...  to  write  in  it  [English]  as  copiouslie  for 
varietie,  as  copendiouslie  for  brevetie,  as  choecelie  for  words,  as  pithilie  for 
sentences,  as  pleasantlie  for  figures,  &  everie  waie  as  eloquentlie  as  anie 
writer  should  do  in  anie  vulgar  tongue  whatsoever.25 

If  it  has  all  of  the  virtues  of  these  languages,  the  implication  is  that 
it  is  superior  to  any  of  them.  Peter  Heyken  looks  at  the  other  side 
of  the  shield  and  discovers  that  the  other  tongues  have  faults  of  which 
English  is  free.  He  says:  "[English  is]  neither  so  boistrous  as  the 
Germane,  nor  effeminate  as  the  French;  yet  as  significant  as  the  Latine, 
and  farre  more  happie  in  the  conjunction  or  union  of  many  words 
together."26  In  his  Elementarie  Mulcaster  has  a  passage  which  sums 
up  this  whole  nationalistic  argument.  The  glories  of  the  English 
people  are  sufficient  warrant  for  the  glories  of  their  language.  He 
writes: 

Our  tung  nedeth  not  to  give  place,  to  anie  of  her  peres.  First  to  saie  some- 
what for  the  peple,  that  use  the  tung,  the  English  nation  hath  allwaie  bene 
of  good  credit,  and  great  estimation,  ever  since  credit  and  estimation  by  his- 
toric, came  on  this  side  the  Alps.  .  .  . 

22  Smith,  Elizabethan  Critical  Essays,  II,  286. 

23  Licia  (1593),  "To  the  Reader,"  in  Miscellanies  of  the  Fuller  Worthies  Library,  III,  86. 

24  An  Apology  for  Poetry,  in  Smith,  I,  204. 

26  Guazzo,  Civile  conversation,  translated  by  George  Pettie. 

26  Peter  Heyken,  MtxpoxocMos  quoted  by  Moore,  Tudor-Stuart  Views  on  the  Growth,  Status, 
and  Destiny  of  the  English  Language,  p.  12. 
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Next,  for  argument,  wherein  it  dealeth,  whether  privat  or  public,  it  maie 
compare  with  som  other,  that  think  very  well  of  their  own  selves.  .  .  . 

Will  matters  of  war,  whether  civil  or  foren,  make  a  tung  of  account?  Our 
neighbor  nations  will  not  deny  our  peple  to  be  very  warriores,  and  our  own 
cuntrie  will  confesse  it.  .  .  . 

Will  all  kindes  of  trade,  and  all  sorts  of  traffik,  make  a  tung  of  account? 
If  the  spreading  sea,  and  the  spacious  land  could  use  anie  speche,  theie 
would  both  show  you,  where,  and  in  how  manie  strange  places,  theie  have 
sene  our  peple,  and  also  give  you  to  wit,  that  theie  deal  in  as  much,  and  as 
great  varietie  of  matters,  as  anie  other  peple  do,  whether  at  home  or  abrode. 
Which  is  the  reason  why  our  tung  doth  serve  to  so  manie  uses,  bycause  it  is 
conversant  with  so  manie  peple,  and  so  well-acquainted  with  so  manie 
matters,  in  so  manie  sundrie  kindes  of  dealing.27 

The  particular  content  of  any  given  passage  praising  the  language 
is  not  as  important  as  the  feeling  that  lies  behind  them  all.  It  is  in 
the  arguments  for  the  language  that  Elizabethan  patriotism  is  found 
with  a  vigor  exceeded  perhaps  only  in  the  patriotic  drama.  And,  in- 
deed, no  hero  of  Shakespeare  is  more  robust  in  his  patriotism  than 
Spenser's  schoolmaster,  Richard  Mulcaster. 

Though  the  writers  often  assert  the  superiority  of  the  English  lan- 
guage, many  of  them  cannot  help  feeling  that  it  badly  needs  im- 
provement. In  1586  William  Webbe  asks:  "What  shoulde  be  the 
cause  that  our  English  speeche,  in  some  of  the  wysest  mens  judge- 
ments, hath  never  attained  to  anie  sufficient  ripenes.  .  .?"2S 

Phaer,  in  a  concluding  note  to  his  translation  of  the  Aeneid  i— x 
(1562),  says:  "Thus  farfourth  good  readers,  aswell  for  defense  of  my 
country  language  (which  I  have  heard  discommended  of  manye,  and 
esteemed  of  some  to  be  more  than  barbarous)." 

The  critics  are  sensitive  to  foreign  opinions  of  the  English  vernacu- 
lar, which,  on  the  whole,  do  not  seem  to  have  been  complimentary. 
Richard  Verstegan  writes:  "yet  do  strangers  therefore  carry  the  far 
lesse  opinion  thereof,  some  saying  that  it  is  of  it  selfe  no  language  at 
all,  but  the  scum  of  many  languages,  others  that  it  is  most  barren."29 
This  sort  of  criticism  makes  our  critics  urge  that  patriotic  writers 
consider  it  their  duty  to  labor  with  the  mother  tongue  rather  than  to 

27  Mulcaster,  Elementarie,  pp.  89-90. 

28  Webbe,  A  Discourse  of  English  Poetrie,  in  Smith,  Elizabethan  Critical  Essays,  I,  227. 

29  Verstegan,  A  Restitution  of  Decayed  Intelligence  in  Antiquities,  p.  240. 
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waste  their  time  with  other  languages.  Mulcaster  writes:  "Our  Eng- 
lish is  our  own,  our  Sparta  must  be  spunged,  by  the  inhabitants  that 
have  it,  as  well  as  those  tungs  were  by  the  industrie  of  their  people, 
which  be  braved  with  the  most,  and  bray  as  the  best."30  Hoby,  the 
translator  of  Baldassar  Castiglione's  Courtier,  pleads  likewise:  "so 
coulde  I  wishe  with  al  my  hart,  profunde  learned  men  .  .  .  shoulde 
make  .  .  .  proofe  .  .  .  that  we  alone  of  the  worlde  maye  not  bee  still 
counted  barbarous  in  oure  tunge,  as  in  time  out  of  minde  we  have 
bene  in  our  maners."31  The  writers  who  will  take  this  trouble  are 
promised  everlasting  fame  by  a  grateful  country.  The  pleaders  them- 
selves are  very  conscious  of  the  patriotic  character  of  their  work  and 
are  seldom  loath  to  make  it  plain  that  they  themselves  are  in  the 
ranks  of  those  deserving  praise. 

The  problem  of  improving  the  language  is  serious,  and  not  only 
do  the  critics  ask  for  writers  willing  to  undertake  this  task,  but  they 
offer  suggestions  as  to  how  it  can  best  be  done.  Following  the  example 
of  the  Pleiade,  Englishmen  put  forward  translation  from  other  lan- 
guages as  the  best  method  of  enriching  the  English  vernacular. 
Translation  into  English  has  a  double  purpose:  first,  it  will  add  new 
words  to  the  language,  and,  second,  it  will  make  the  knowledge  of 
the  ancients  available  in  popular  form.  As  early  as  1520  John  Rastell, 
the  brother-in-law  of  Thomas  More,  says  in  his  play  The  Nature  of  the 
Four  Elements: 

Than  yf  connynge  laten  bokys  were  translate 
In  to  Englysshe  we*  correct  and  approbate, 
All  subtell  sciens  in  englyshe  myght  be  lernyd.32 

Also,  since  the  other  nations  have  translated  the  ancients,  it  is  a  mat- 
ter of  pride  that  the  English  should  do  likewise.  Chapman,  in  his 
preface  to  his  translation  of  Homer,  asks:  "If  Italian,  French  & 
Spanish  have  not  made  it  daintie  ...  to  turne  him  [Homer]  into  their 
languages  .  .  .  what  .  .  .  should  let  an  English  muse  traduce  him, 
when  the  language  she  workes  withall  is  more  conformable,  fluent, 
and  expressive?" 

Richard  Stanyhurst,  in  the  dedication  to  the  Aeneid  (1582),  asserts 
that  he  has  taken  great  care  to  enrich  the  language  by  using  "different 

30  Mulcaster,  Elementarie,  p.  271.      31  Castiglione,  The  Book  of  the  Courtier,  p.  9. 
32  Baskervill,  "John  Rastell  in  Dramatic  Activities,"  Modern  Philology,  XIII,  567. 
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words"  than  those  used  by  Phaer  in  his  translation.  He  declares  he 
is  willing  to  make  even  a  third  translation  with  new  words:  "which 
[he  says]  I  speak  not  of  vanitie,  too  enhaunce  my  coonning,  but  of 
meere  veritie,  too  advaunce  thee  riches  of  oure  speech."33 

Borrowing,  if  considered  in  purely  linguistic  terms,  might  be 
thought  of  as  an  admission  of  weakness.  But  not  so;  our  critics'  con- 
ception of  this  process  is  political.  The  English  nation  should  borrow 
words  in  the  same  manner  in  which  it  robs  the  Spanish  galleons  of 
their  wealth.  Mulcaster  speaks  of  the  writer  as  if  he  were  speaking 
of  a  soldier  and  tells  us  of  "the  conquering  mind  such  as  he  must 
have,  which  either  sekes  himself,  or  is  desirous  to  se  his  cuntrie  tung 
enlarged,  and  the  same  made  the  instrument  of  all  his  knowledge, 
as  it  is  of  his  needs."34  Mulcaster  gives  citizenship  to  recently  "con- 
quered" words.  He  says: 

Is  it  a  stranger?  but  no  Turk,  &  tho  it  were  an  enemies  word,  yet  good  is 
worth  the  getting,  tho  it  be  from  your  fo  as  well  as  by  speche  of  writers,  as 
by  spoill  of  soldiers.  And  when  the  foren  word  hath  yielded  it  self,  &  is 
received  into  favor,  it  is  no  more  foren,  tho  of  foren  race,  the  propertie 
being  altered.35 

Shortly  after  the  Restoration,  Sorbiere,  a  visitor  from  France,  writes 
words  which  are  just  as  applicable  to  the  Elizabethan  age.  He  speaks 
of  the  English  as  being  "great  admirers  of  their  own  Language.  It 
must  needs  be  very  Copious  and  Adapt,  for  it  openly  declares  it  to 
be  her  Business  to  grow  Rich  with  the  Spoils  of  all  dead  Languages, 
and  every  Day  impunedly  to  appropriate  all  that  is  good  and  proper 
for  her  from  the  living  ones."36 

The  writers  in  the  English  vernacular  feel  so  sorely  the  need  for 
enriching  the  language  that  every  means  is  considered  for  getting 
more  words  into  it.  In  an  age  when  the  richness  of  the  clothes  and 
the  extreme  cut  of  one's  cloak  are  a  constant  source  of  alarm  to  the 
social  moralists,  it  is  not  strange  that  one's  views  on  vocabulary  are 
colored  with  a  view  of  art  which  confuses  quantity  with  quality.  A 
glance  at  a  conventional  picture  of  brocaded,  bejeweled  Elizabeth 
and  then  another  at  a  critic's  view  on  language  are  enlightening. 

33  Smith,  Elizabethan  Critical  Essays,  I,  138. 

34  Mulcaster,  Elementaire,  p.  289.      35  Ibid.,  p.  287. 

36  Sorbiere,  A  Journey  to  London  in  the  year  1664,  newly  translated,  p.  70. 
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If  one  does  not  want  to  borrow  words,  there  is  another  way — the 
making  of  new  compounds.  In  Christs  Teares  over  Jerusalem  (1594) 
Nash  has  an  answer  for  the  men  who  complain  that  he  writes  "a 
puft  up  style  and  full  of  prophane  eloquence": 

Our  English  tongue  of  all  languages  most  swarmeth  with  the  single  money 
of  monosillables,  which  are  the  onely  scandall  of  it.  Bookes  written  in  them 
and  no  other  seeme  like  shop-keepers  boxes,  that  contain  nothing  else,  save 
half-pence,  three-farthings  and  tow-pence.  Therefore,  what  did  me  I,  but 
having  a  huge  heape  of  those  worthlesse  shreds  of  small  English  in  my  Pia 
Maters  purse  to  make  the  royaller  shew  with  them  to  mens  eyes,  had  them 
to  the  compounders  immediately  and  exchanged  them  foure  into  one  and 
others  into  more,  according  to  the  Greek,  French,  Spanish  and  Italian.37 

While  the  writers  in  one  stream  of  critical  thought  look  upon  the 
gathering  of  new  words  from  ancient  and  foreign  tongues  as  a  patri- 
otic way  of  improving  English,  others  feel  that  this  is  against  the 
interests  of  the  language  and  that  foreign  words  in  the  mother  tongue 
are  as  objectionable  as  the  foreign  affectations  of  a  court  gallant. 
Sir  John  Cheke  writes  thus: 

I  am  of  this  opinion  that  our  own  tung  shold  be  written  cleane  and  pure, 
unmixt  and  unmangeled  with  borowing  of  other  tunges,  wherin  if  we  take 
not  heed  bi  tijm,  ever  borowing  and  never  payeng,  she  shall  be  fain  to  keep 
her  house  as  bankrupt.  For  then  doth  our  tung  naturallie  and  praisablie 
utter  her  meaning,  when  she  bouroweth  no  conterfeitness  of  other  tunges 
to  attire  her  self  withall,  but  useth  plainlie  her  own,  with  such  shift,  as  nature, 
craft,  experiens,  and  folowing  of  other  excellent  doth  lead  her  unto.33 

Puttenham,  in  a  definition,  speaks  of  "Barbarismus  or  Foreign  speech 
(The  foulest  vice  in  language  is  to  speake  barbarously)."39  Giles 
Fletcher  (the  Elder)  protests  against  foreign  words  in  English: 

For,  if  aniething  be  odious  amongst  us,  it  is  the  exile  of  our  olde  maners: 
and  some  base-borne  phrases  stuft  up  with  such  newe  terms  as  a  man  may 
sooner  feele  us  to  flatter  by  our  incrouching  eloquence  than  suspect  it  from 
the  eare.40 

Unquestionably  the  English  critics  are  less  favorable  to  borrowing 

37  Nash,  Works,  ed.  by  McKerrow,  II,  184. 

38  "A  Letter  of  Syr  J.  Cheekes  to  his  Loving  Friend  Thomas  Hoby,"  in  Arber's  reprint 
of  Ascham's  Scholemaster,  p.  .5. 

39  Puttenham,  The  Arte  of  English  Poesie  (1589),  Book  III,  chap,  xxii,  in  Smith,  II,  i. 

40  Licia  (1593),  "To  the  Reader,"  III,  86. 
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than  the  French  critics  were.  It  is  only  occasionally  that  borrowing 
from  foreign  languages  is  approved  as  strongly  as  by  Mulcaster. 4 ' 
Yet,  as  we  have  seen,  almost  everyone  pilfers  foreign  words.  Perhaps 
the  explanation  is  that  the  English  have  borrowed  so  many  foreign 
words  that  national  pride  demands  disclaimers  of  a  rather  violent 
sort.  So,  Richard  Eden  asserts  that  the  language  is  so  good  that  it  is 
actually  shameful  to  borrow.  He  writes: 

I  Dare  saye  without  arrogancie,  that  to  translate  the  variable  historie  of 
Plinie  into  our  toonge,  I  wolde  be  ashamed  to  borowe  so  muche  of  the 
Latine  as  he  Dothe  of  the  Greke,  althowgh  the  Latine  toonge  be  accompted 
ryche,  and  the  Englysshe  indigent  and  barbarous.  .  .  .42 

This  pride  against  having  to  borrow  is  also  expressed  by  E.K.  in 
his  Epistle  to  Gabriel  Harvey  attached  to  the  Shepheardes  Calender.  He 
speaks  of  those  who  seeing  the  faults  of  English  have  "patched  up 
the  holes  with  peces  and  rags  of  other  languages,  borrowing  here  of 
the  french,  there  of  the  Italian,  every  where  of  the  Latine,  not  weigh- 
ing how  il,  those  tongues  accorde  with  themselves,  but  much  worse 
with  ours:  So  now  they  have  made  our  English  tongue,  a  gallimaufray 
or  hodgepodge  of  al  other  speches."  Seemingly,  it  is  not  the  richness 
of  vocabulary  the  critics  object  to,  but  the  fact  that  this  richness  is 
foreign  in  origin.  George  Gascoigne  advises  poets,  in  his  Steele  Glas 
(1576),  to  avoid  the  use  of  foreign  words.  He  says: 

I  thinke  it  not  amisse  to  forewarne  you  that  you  thrust  as  few  wordes  of 
many  sillables  into  your  verse  as  may  be:  and  hereunto  I  might  alledge 
many  reasons.  First,  the  most  auncient  English  wordes  are  of  one  sillable, 
so  that  the  more  monosyllables  that  you  use  the  truer  Englishman  you  shall 
seeme,  and  the  lesse  you  shall  smell  of  the  Inkhorne.43 

Puttenham  speaks  to  the  same  purpose  in  his  Arte  of  English  Poesie, 
with  the  difference  that  he  ascribes  the  use  of  foreign  inkhornisms 
to  the  perverted  taste  of  the  common  people.  He  writes: 

For  some  wordes  of  exceeding  great  length,  which  have  bene  fetched  from 
the  Latine  inkhorne  or  borrowed  of  strangers,  the  use  of  them  in  ryme  is 
nothing  pleasant,  saving  perchaunce  to  the  common  people,  who  rejoyse 
much  to  be  at  playes  and  enterludes.44 

41  Mulcaster,  Elementarie,  p.  287. 

42  First  Three  English  Books  on  America,  Preface,  pp.  xliii-xliv. 

43  Gascoigne,  Certayne  Notes  of  Instruction,  in  Smith,  I,  51. 

44  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  86. 
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As  is  natural,  the  foreign  nation  most  hated,  after  the  threat  of 
Philip  and  the  Armada,  is  Spain.  Yet,  the  nationalistic  writers  are 
most  bitter  toward  Italianate  affectation,  whether  in  clothes  or  in 
speech.  In  Old  Fortunatus  Dekker  assails  the  affected  Englishman: 

Fantastic  compliment  stalks  up  and  down 
Trickt  in  outlandish  feathers;  all  his  words 
His  looks,  his  oaths,  are  all  ridiculous 
All  Apish,  childish,  and  Italianate.45 

The  use  of  foreign  words  was  one  of  the  sins  which  the  writers  in  the 
war  of  the  theaters  accused  each  other  of.  Marston  makes  fun  of 
Ben  Jonson  for  his  "new-minted  Epithets,  when  in  my  conscience  hee 
understands  not  the  least  part  of  it."46  Jonson,  in  turn,  accuses  Mars- 
ton  of  inkhornisms  and  has  the  character  Virgil  say  in  Cynthia's 
Revels: 

You  must  not  hunt  for  wild,  outlandish  termes, 

To  stuffe  out  a  peculiar  dialect 

But  let  your  Matter  runne  before  your  Words. 

In  the  preface  to  his  Divers  Ancient  Monuments  in  the  Saxon  Tongue 
(1638)  William  L'Isle  argues  strongly  against  the  use  of  foreign  affecta- 
tions. He  even  condemns  that  "well  of  English  undefyled,"  Dan 
Chaucer,  for  borrowing  too  many  words.  Chaucer  must  not  have 
understood  pre-Conquest  English:  "If  he  did,  hee  would  never  have 
borrowed  so  many  words  from  abroad,  having  enough  and  better  at 
home,  except  it  were  to  please  the  Prince  and  Nobles,  then  all  Nor- 
manizing,  a  fine  point  of  Court-rhetoricke  for  those  daies."47 

The  nationalistic  protest  against  foreign  importations  into  the  lan- 
guage is,  as  we  have  seen,  very  strong.  Yet,  the  desire  to  improve  the 
language  by  enlarging  it  is  equally  patriotic,  with  the  result  that  the 
very  men  who  protest  against  foreign  importations  do  not  hesitate 
to  use  them.48  The  contradiction  between  the  desire  to  enrich  and 

46  Dekker,  Old  Fortunatus,  in  Dramatic  Works,  II,  2. 

46  Quoted  by  McKnight,  in  Modern  English  in  the  Making,  p  215. 

47  W.  L'Isle,  Divers  Ancient  Monuments  in  the  Saxon  Tongue,  Preface.  The  Elizabethan 
confusion  toward  the  language  of  Chaucer  is  a  result  of  the  general  ignorance  of  the  older 
forms  of  the  language.  Spenser,  looking  for  ancient  English  words,  finds  him  the  "well  of 
English  undefyled,"  whereas  William  L'Isle  suggests  that  he  was  guilty  of  neglecting  the 
English  elements  of  the  vocabulary.  On  the  other  hand,  the  aureate  qualities  of  his  lan- 
guage still  appealed  to  the  linguistic  fop  in  1553  when  Wilson  calls  attention  to  the  'fine 
courtier  who  will  speak  nothing  but  Chaucer." 

48  See  McKnight,  Modern  English,  p.  144. 
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the  antiforeign  position  is  obvious  enough  to  us  today,  but  I  have 
been  able  to  find  no  recognition  of  it  in  the  writings  of  that  period. 
A  method  by  which  the  vocabulary  can  be  enlarged  without  allowing 
alien  influence  to  creep  into  the  tongue  is  found  by  those  writers  who 
advocate  the  restoration  of  Old  English  words  which  have  fallen  into 
disuse.  William  L'Isle,  in  the  work  just  quoted,  is  one  of  the  strongest 
advocates  of  this  kind  of  approach  to  the  problem.49  He  writes  his 
preface  on  the  glories  of  the  Saxon  tongue  "to  stop  the  base  and 
beggarly  course  of  borrowing  when  we  need  not."  Spenser  is  worthy 
of  the  praise  of  the  nation,  according  to  E.K.,  because  he  has  scorned 
the  borrowing  of  alien  words  to  patch  up  the  language 

[and]  hath  laboured  to  restore,  as  to  theyr  rightfull  heritage  such  good  and 
naturall  English  words,  as  have  ben  long  time  out  of  use  and  almost  cleane 
disherited.  Which  is  the  onely  cause,  that  our  Mother  tonge,  which  truely 
of  it  self  is  both  ful  enough  for  prose  and  stately  enough  for  verse,  hath  long 
time  ben  counted  most  bare  and  barrein  of  both.50 

We  have  seen  above  that  George  Gascoigne  in  his  Certayne  Notes  of 
Instruction  advises  the  poet  to  use  monosyllables  because  he  will 
thereby  be  the  "truer  Englishman." 

Golding's  "Epistle  Dedicatory"  to  a  translation  (1587)  of  Philip 
Mornay's  Woorke  concerning  the  Trewnesse  of  the  Christian  Religion  shows 
him  clearly  on  the  side  of  those  who  would  look  to  native  words  first. 
He  informs  us  that 

Great  care  hath  bene  taken,  by  forming  and  deryving  of  fit  names  and 
termes  out  of  the  fountaynes  of  our  owne  tongue,  though  not  altogether 
most  usuall,  yet  alwaies  conceyvable  and  easy  to  be  understood;  rather  than 
by  usurping  the  Latin  termes,  or  by  borrowing  the  words  of  any  forreine 
language. 

Among  the  translators,  too,  is  found  a  supporter  of  the  old  words. 
Philemon  Holland  in  "To  the  Reader,"  of  his  Livy's  Romane  Historie 

49  An  article  by  Rosemond  Tuve  (in  English  Literary  History,  Vol.  VI,  No.  3,  September, 
1939),  entitled  "Ancients,  Moderns,  and  Saxons,"  shows  how  the  "linguistic  primitivism" 
of  writers  like  William  L'Isle  is  connected  with  the  Protestant  attempt  of  men  like  Parker 
and  Foxe  to  present  the  Saxons  as  a  learned  people  who  in  points  of  church  doctrine 
anticipated  the  Reformation  movement.  Thus,  the  critics  who  advocated  a  return  to  the 
"pure"  Saxon  English  were  motivated  by  both  nationalistic  and  religious  considerations. 
The  article  contains  a  wealth  of  evidence  about  linguistic  chauvinism  parading  under  the 
protection  of  piety  in  the  sixteenth  and  seventeenth  centuries. 

50  E.  K.,  preface  to  the  Sh-pheardes  Calender. 
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(1600),  says:  "wherein,  if  I  have  called  againe  into  use  some  old 
words,  let  it  be  attributed  to  the  love  of  my  countrey  language."  On 
the  other  hand,  an  advocate  of  pure  English  like  Wilson  places  the 
revival  of  old  words  in  the  same  class  as  borrowing  from  other  lan- 
guages. He  wants  the  language  to  be  of  the  age  as  well  as  of  the 
nation;  so  he  notes  scornfully:  "the  fine  Courtier  will  talke  nothing 
but  Chaucer.  .  .  .  Ah,  live  man  as  they  did  before  thee,  and  speak  thy 
mind  now  as  men  doe  at  this  day."5 1  Wilson  speaks  as  would  a  modern 
linguist.  It  is  refreshing  to  find,  as  early  as  this,  such  an  intelligent 
statement. 

Though  so  far  we  have  been  looking  at  the  critics  who  were  speak- 
ing in  nationalistic  terms,  we  must  remember  that  in  this  period  the 
people  who  articulated  this  national  ideal  were  largely  identified  with 
the  aristocracy.  The  naming  of  the  Renaissance  as  the  turn  against 
ecclesiastical  authority  in  favor  of  individualism  is  true  only  if  we 
remember  that  the  people  to  whom  this  release  came  was  the  small 
group  of  courtiers  who  surrounded  the  national  monarch  and  its 
camp  followers;  including  most  of  the  writers  of  this  period.  Thus, 
the  expression  of  national  ideals  by  these  writers  on  the  language  was 
also  an  expression  of  class  ideals,  and  properly  so,  since  the  aristo- 
cratic mores  so  dominated  Elizabethan  society  that  for  a  time  they 
became  truly  national. 

The  kings  of  England  early  realized  the  importance  of  a  national 
tongue  and  were  greatly  influential,  both  directly  and  indirectly,  in 
its  establishment.  An  early  instance  of  the  influence  of  the  monarch 
on  the  vernacular  is  shown  in  a  resolution  adopting  English  as  their 
official  language  by  the  London  Brewers  about  1422: 

Whereas  our  mother  tongue,  to  wit,  the  English  tongue,  hath  in  modern 
days  begun  to  be  honorably  enlarged  and  adorned;  for  that  our  most  excel- 
lent lord  king  Henry  the  Fifth  hath,  in  his  letters  missive,  and  divers  affairs 
touching  his  own  person,  more  willingly  chosen  to  declare  the  secrets  of  his 
will  [in  it];  and  for  the  better  understanding  of  his  people,  hath,  with  a  dili- 
gent mind,  procured  the  common  idiom  (setting  aside  others)  to  be  com- 
mended by  the  exercise  of  writing;  and  there  are  many  of  our  craft  of  brewers 
who  have  the  knowledge  of  writing  and  reading  in  the  said  English  idiom, 
but  in  others,  to  wit,  the  Latin  and  French,  before  these  times  used,  they 
do  not  in  anywise  understand;  for  which  causes,  with  many  others,  it  being 

51  Wilson,  Art  of  Rhetorike,  p.  3. 
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considered  how  that  the  greater  part  of  the  lords  and  trusty  commons  have 
begun  to  make  their  matters  to  be  noted  down  in  our  mother  tongue,  so 
we  also  in  our  craft,  following  in  some  manner  their  steps,  have  decreed  in 
future  to  commit  to  memory  the  needful  things  which  concern  us.52 

The  critics  and  writers  who  are  interested  in  the  vulgar  tongue 
often  acknowledge  the  inspiration  and  help  of  the  monarch  in  their 
work.  Sir  Thomas  Elyot,  in  1533,  tells  of  King  Henry  VIII's  interest 
in  his  writings  in  the  vulgar  tongue: 

His  highnesse  benignely  recey vynge  my  boke  whiche  I  named  the  Governour, 
in  the  redynge  therof  sone  perceyved  that  I  intended  to  augment  our  Eng- 
lyshe  tongue,  wherby  men  shulde  as  well  expresse  more  abundantly  the 
thynge  that  they  conceyved  in  theyr  hartis  (wherfore  language  was  ordeyned) 
havying  wordes  apte  for  the  pourpose:  as  also  interprete  out  of  greke,  latyn 
or  any  other  tongue  into  Englysshe,  as  sufficiently  as  out  of  any  one  of  the 
said  tongues  into  another.53 

Fifty  years  later,  in  his  Italian-English  Dictionary,  the  World  of 
Words  (1598),  John  Florio  draws  a  comparison  between  the  growth 
of  English  and  the  growth  of  England  under  the  Virgin  Queen:  "If 
[he  writes]  in  these  rankes  the  English  out-number  the  Italian,  con- 
gratulate the  copie  and  varietie  of  our  sweete-mother-toong,  which 
under  this  most  Excellent  well-speaking  Princesse  or  Ladie  of  the 
world  in  all  languages  is  growne  as  farre  beyond  that  of  former  times, 
as  her  most  flourishing  raigne  for  all  happines  is  beyond  the  raignes 
of  former  princes."54 

So  far  we  have  allowed  the  writers  to  give  their  opinions  on  the 
English  language  as  a  whole.  However,  a  very  important  problem 
has  not  yet  been  taken  up — the  problem  of  diction.  English,  as  a 
term,  covered  the  speech  of  the  nation's  peasants  and  artisans  as  well 
as  its  aristocrats,  but  the  close  connection  that  has  been  pointed  out 
between  the  literary  men  and  the  court  is  reflected  very  clearly  when 
the  writers  take  up  the  question  of  diction. 

In  the  Apology  Sidney  suggests  that  in  the  atmosphere  of  the  court 
is  to  be  found  the  best  diction.  He  writes: 

I  have  found  in  divers  smally  learned  Courtiers  a  more  sounde  stile  then  in 
some  professors  of  learning:  of  which  I  can  gesse  no  other  cause,  but  that 

52  Herbert,  The  History  of  the  Twelve  Great  Livery  Companies  of  London,  I,  106. 

53  Elyot,  The  Knowledge  That  Maketh  a  Wise  Man,  Proheme  A3. 

54  Epistle  Dedicatory. 
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the  Courtier,  following  that  which  by  practise  hee  findeth  fittest  to  nature, 
therein  (though  he  know  it  not)  doth  according  to  Art,  though  not  by  Art: 
where  the  other,  using  Art  to  shew  Art  and  not  to  hide  Art  (as  in  these 
cases  he  should  doe),  flyeth  from  nature,  and  indeede  abuseth  Art.55 

Sidney  makes  a  very  important  observation  here.  In  the  Renais- 
sance, as  in  our  day,  the  question  of  standards  arose  as  an  integral 
part  of  any  linguistic  discussion.  Sidney  naturally  turns  to  the  speech 
of  the  court  as  offering  the  best  pattern  of  spoken  English  in  the  same 
way  as  the  upper-class  Englishman  of  today  considers  the  particular 
East  Midland  dialect  people  of  his  rank  employ  to  be  "standard 
English."  Sidney,  too,  takes  the  speech  of  his  coterie  as  standard. 
Bearing  witness  to  the  fact  that  the  aristocratic  ways  of  life  were 
widely  accepted  as  the  ideal  even  by  those  not  to  the  manor  born  is 
Ben  Jonson.  Where,  asks  Ben  Jonson,  can  our  youth  learn 

To  move  his  body  gracefuller,  to  speak 
His  language  purer,  or  to  tune  his  mind 
Or  manners  more  to  the  harmony  of  nature 
Than  in  the  nurseries  of  nobility?56 

This  position  of  Jonson  is  not  surprising  when  one  realizes  the  play- 
wright's close  connection  with  the  court.  Then,  too,  what  other 
standard,  if  a  standard  is  wanted,  is  available  in  Elizabethan  Eng- 
land? Certain  it  is  that  the  good  people  of  England  attempt  to  model 
their  speech  on  the  diction  of  their  social  superiors  if  they  are  at  all 
conscious  of  the  need  for  dialectical  modification.  The  diction  of  the 
courtier  is  influential,  not  because  it  is  "better,"  but  because  of  the 
prestige  of  rank.  Even  if  it  were  "worse,"  it  would  still  be  the  ideal, 
for  the  same  reasons.  So  Lady  Percy  speaks  of  her  husband,  Hotspur: 

And  speaking  thick  which  nature  made  his  blemish 

Became  the  accents  of  the  valiant; 

For  those  that  could  speak  low  and  tardily, 

Would  turn  their  own  perfection  to  abuse, 

To  seem  like  him:  So  that  in  speech,  in  gait, 

He  was  the  mark  and  glass,  copy  and  book 
That  fashion'd  others. 

65  Sidney,  Apology,  in  Smith,  I,  203. 

56  Quoted  from  Watson,  The  English  Grammar  Schools  to  1660,  p.  100. 
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In  the  Arte  of  English  Poesie  Puttenham,  addressing  the  courtly 
poets,  has  a  section  on  the  kind  of  language  that  they  should  use.  It 
is  especially  interesting,  since  it  sums  up  clearly  the  aristocratic  atti- 
tude on  diction.  The  poet  must  choose  the  speech  of  the  court  and 
avoid  the  speech  of  the  people.  For 

[that  language  should  he  use]  which  is  spoken  in  the  kings  Court,  or  in  the 
good  townes  and  Cities  within  the  land,  then  in  the  marches  and  frontiers, 
or  in  port  townes  ...  or  yet  in  Universities  where  Schollers  use  much  peevish 
affectation  of  words  out  of  the  primative  languages,  or  finally,  in  any  up- 
landish  village  or  corner  of  a  Realme,  where  is  no  resort  but  of  poore  rusticall 
or  uncivill  people:  neither  shall  he  follow  the  speach  of  a  craftes  man  or 
carter,  or  other  of  inferior  sort,  though  he  be  inhabitant  or  bred  in  the  best 
towne  and  Citie  in  this  Realme,  for  such  persons  doe  abuse  good  speaches 
by  strange  accents  or  ill  shapen  soundes  and  false  ortographie.  But  he  shall 
follow  generally  the  better  brought  up  sort,  such  as  the  Greekes  call  charientes 
men  civill  and  graciously  behavoured  and  bred.  Our  maker  therfore  at  these 
dayes  shall  not  follow  Piers  plowman  nor  Gower  nor  Lydgate  nor  yet  Chaucer, 
for  their  language  is  now  out  of  use  with  us;  neither  shall  he  take  the  termes 
of  Northernmen  .  .  .  nor  in  effect  any  speach  used  beyond  the  river  of  Trent, 
though  no  man  can  deny  but  that  theirs  is  the  purer  English  Saxon  at  this 
day,  yet  it  is  not  so  Courtly  nor  so  currant  as  our  Southerne  English  is;  no 
more  is  the  far  Westerne  mans  speach.  Ye  shall  therefore  take  the  usual! 
speach  of  the  Court,  and  that  of  London  and  the  shires  lying  about  London 
within  ix  myles,  and  not  much  above.57 

This  is  as  full  a  statement  of  courtly  diction  in  England  of  the 
Renaissance  as  one  could  desire.  Nash  compliments  the  speech  of 
London,  too,  but,  unlike  Puttenham,  admires  even  that  of  the  com- 
mon people  and  attributes  its  purity  to  the  work  of  the  poets: 

To  them  that  demaund,  what  fruits  the  poets  of  our  time  bring  forth,  or 
wherein  they  are  able  to  prove  themselves  necessary  to  the  state?  Thus  I 
answere:  First  and  formost,  they  have  cleansed  our  language  from  barbarisme 
and  made  the  vulgar  sort  here  in  London  (which  is  the  fountaine  whose  rivers 
flowe  round  about  England)  to  aspire  to  a  richer  puritie  of  speach,  than  is 
communicated  with  the  Comminality  of  any  Nation  under  heaven.58 

The  identification  of  good  speech  with  aristocratic  birth  leads,  as 
in  France,  to  making  the  speech  of  the  king  the  standard.  The  honor 
of  first  using  the  phrase  which  familiarly  sums  up  the  whole  idea  of 

57  Puttenham,  Arte  of  English  Poesie,  in  Smith,  II,  150.      53  Nash,  Works,  I,  193. 
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courtly  diction  is  given  by  the  New  English  Dictionary  to  Shake- 
speare, but  he  uses  it  as  if  it  were  obviously  a  cliche,  and  it  is  found 
earlier  in  Wilson's  Art  of  Rhetorike  (1560;  reprint,  Oxford,  1909,  p. 
162).  Shakespeare  speaks  in  the  Merry  Wives  of  Windsor  of  one  "abus- 
ing of  God's  patience  and  the  King's  English."59 
William  L'Isle  states  the  idea  more  fully: 

Would  all  that  speake  and  write  pub-likely,  follow  (though  but  afarre  off) 
the  example  that  his  Majestie  himselfe  hath  given  us,  both  in  Prose  and 
Poetry;  if  we  have  not  already,  we  may  soone  have  a  most  plentifull  and 
eloquent  tongue.  We  are  all  idle  and  loth  to  take  paines  therein,  or  thinke 
it  needlesse:  But  how  comes  his  Majestie  so  farre  to  excell  us  both  in  speaking 
and  writing  our  owne  English?60 

This  type  of  flattery  is  especially  amusing  when  one  considers  that 
James  had  not  only  a  Scottish  brogue  but  also  a  decided  lisp.  Never- 
theless, the  desire  for  authority  in  language  led  one  naturally  to  turn 
to  the  fountainhead  of  authority,  the  king.  So,  after  listing  other 
writers  of  whose  style  he  approves,  Edmund  Bolton,  in  his  Hyper- 
critica  (1618?),  thus  concludes:  "These,  next  to  his  Majesties  own 
most  Royal  Style,  are  the  principal  Prose  Writers,  whom  out  of  my 
present  Memory  I  dare  commend  for  the  best  Garden-plots  out  of 
which  to  gather  English  Language."61 

These  ideas  expressed  by  our  early  critics  are  interesting,  and, 
though  many  are  articulated  in  extreme  language,  it  would  be 
profitable  to  observe  which  of  the  statements  we  should  consider 
valid  in  the  light  of  modern  scholarship.  Some,  at  least,  we  would 
accept.  Yet  our  study  is  concerned,  not  with  the  validity  of  aesthetic 
writings,  but  with  the  social  basis  for  them;  and  we  have  found  that 
the  arguments  for  the  mother  tongue  were  for  the  most  part  non- 
aesthetic.  In  both  France  and  England  the  critics  used  nationalistic 
arguments  to  establish  the  vulgar  as  a  literary  language  and  class 

69  Shakespeare,  Merry  Wives  of  Windsor,  Act  I,  scene  4,  11.  5-6. 

60  L'Isle,  Divers  Ancient  Monuments,  Preface.  The  present  day  upper-class  standard  for 
spoken  English  is  no  new  thing.  As  William  Matthews  points  out  in  the  first  chapter  of 
his  Cockney  Past  and  Present,  the  speech  of  the  "vulgar  sort"  in  London  of  the  Renaissance 
was  ridiculed  on  the  London  stage.  "It  is  not  improbable  indeed,"  he  writes,  "that  on 
Shakespeare's  stage  the  majority  of  his  low  life  characters  were  played  by  Cockneys." — 

P-  5- 

61  Spingarn,  Critical  Essays  of  the  Seventeenth  Century,  I,  log. 
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arguments  to  determine  its  diction.  Thus,  the  two  dominant  social 
forces  of  Renaissance  France  and  England  here  found  expression — 
the  national  state  and  the  court  aristocracy.  In  other  words,  the  men 
of  the  Renaissance  viewed  language  through  the  spectacles  of  their 
class  and  national  ideals.62  We  shall  discover  in  our  next  sections 
that  the  literary  genres  were  seen  through  these  same  lenses. 

62  Scholars'  interest  in  the  English  language  has  been  so  great  in  the  last  fifty  years  and 
so  much  has  been  done  on  the  subject  that  this  section  of  my  book  can  make  little  pretense 
to  originality.  In  other  sections,  I  believe,  the  application  of  a  social  viewpoint  to  the 
material  is  more  uncommon  and  my  work  is  more  independent.  I  have  composed  and 
included  this  treatment  of  the  language  problem,  because  I  could  not  otherwise  present  a 
fairly  comprehensive  survey  of  the  interrelations  between  social  forces  and  literary  criti- 
cism in  Renaissance  England. 


England 
THEORIES  OF  THE  DRAMA 

N  tracing  the.  theory  of  tragedy  in  England  from  the 
first  critics  of  the  Renaissance  to  the  theories  of  John 
Milton,  it  is  well  to  say  at  the  outset  that  almost  every 
pronouncement  that  the  English  critics  made  was 
borrowed  from  Scaliger,  Minturno,  Castelvetro,  or 
some  other  Italian  critic  of  the  sixteenth  century  or  from  Du  Bellay, 
Peletier,  Ronsard,  or  another  French  critic  of  the  same  period. 
Originality  was  not  considered  desirable,  and  when  the  English 
critics  were  not  borrowing  from  across  the  sea,  they  were  borrowing 
from  each  other.  However,  throughout  this  paper  we  accept  the 
propositions  advanced  by  the  English  critics  as  ones  that  they  be- 
lieved in,  without  noting  parallels  obvious  to  any  reader  who  has  gone 
through  our  sections  on  Italy  and  France. 

As  we  examine  the  approach  of  the  English  critics  to  problems 
connected  with  the  art  of  the  drama,  we  shall  have  to  shift  slightly 
our  point  of  view.  In  dealing  with  the  fight  for  the  vulgar  tongue, 
the  social  content  of  the  critical  statements  we  took  notice  of  was 
mainly  nationalistic.  Class  feeling  did,  of  course,  enter  in.  The  desire 
to  open  the  portals  of  learning  and  religion  to  a  much  wider  group 
of  readers  was  both  middle-class  and  democratic  in  essence,  while 
the  attempt  to  limit  English  to  the  language  of  the  courts  was  obvi- 
ously aristocratic.  Nevertheless,  these  two  attitudes  met  on  the  com- 
mon ground  of  love  for,  and  pride  in,  the  fatherland.  On  the  whole, 
then,  our  interest  was  in  the  patriotic  character  of  the  linguistic 
sentiments.  Though  the  living  drama  was  very  nationalistic,  we  find 
little  of  this  patriotism  in  the  dramatic  criticism  we  are  dealing  with. 
Traditionally,  Renaissance  critics  conceived  of  the  drama  as  sepa- 
rated into  its  various  parts  according  to  the  rank  of  the  personages 
exhibited  therein.  As  a  result,  little  of  the  blood  of  patriotic  feeling 
is  mixed  with  the  wine  of  class  consciousness  that  was  served  to  the 
readers  of  these  dramatic  theorists. 

By  examining  the  social  basis  of  the  consciously  aesthetic  writings 
of  the  Elizabethan  period,  it  is  possible  to  gain  a  clearer  conception 
both  of  the  period  and  of  the  nature  of  critical  thought  itself.  We 
have  declared  that  the  great  bulk  of  Renaissance  literary  criticism 
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is  founded  on  a  social  rather  than  an  aesthetic  basis.  We  can  illustrate 
this  by  looking  at  the  theories  of  drama  in  England  during  the 
Renaissance,  where  the  difference  between  the  various  types  of 
drama  is  made  to  depend  upon  the  subject  matter,  and  the  subject 
matter  upon  the  social  class  of  the  characters  in  the  fable.  Puttenham, 
in  his  Arte  of  English  Poesie  (1589),  gives  the  hierarchy  of  subject 
matters  as  follows: 

The  matters  therefore  that  concerne  the  Gods  and  divine  things  are  highest 
of  all  other  to  be  couched  in  writing;  next  to  them  the  noble  gests  and 
great  fortunes  of  Princes,  and  the  notable  accidents  of  time,  as  the  greatest 
affaires  of  war  &  peace:  these  be  all  high  subjectes.  .  .  .  The  meane  matters 
be  those  that  concerne  meane  men,  their  life  and  busines,  as  lawyers,  gentle- 
men, and  marchants,  good  housholders  and  honest  Citizens,  and  which 
sound  neither  to  matters  of  state  nor  of  warre,  nor  leagues,  nor  great  alli- 
ances, but  smatch  all  the  common  conversation,  as  of  the  civiller  and  better 
sort  of  men.  The  base  and  low  matters  be  the  doings  of  the  common  artificer, 
servingman,  yeoman,  groome,  husbandman,  day-labourer,  sailer,  shepheard, 
swynard,  and  such  like  of  homely  calling,  degree,  and  bringing  up.1 

He  then  goes  on  to  assign  to  each  dramatic  type  its  appropriate 
style;  and  to  show  his  disapproval  of  the  modern  plays,  he  shifts  to 
the  past  tense  when  speaking  of  correct  usage,  obviously  borrowing 
from  Horace: 

.  .  .  and  Tragedies  were  written  in  the  high  style,  all  Comedies  and  Enter- 
ludes  and  other  common  Poesies  of  loves  and  such  like  in  the  meane  stile, 
all  Eglogues  and  pastorall  poemes  in  the  low  and  base  stile;  otherwise  they 
had  bene  utterly  disproporcioned.2 

These  passages  of  Puttenham  assume  familiarity  with  the  social 
basis  of  tragedy.  To  the  Renaissance,  tragedy  means  what  it  did  in 
Chaucer's  Monk's  Tale,  where,  we  remember  the  Monk  begins: 

I  wol  biwaille,  in  manere  of  tragedie, 
The  harm  of  hem  that  stoode  in  heigh  degree. 

As  is  pointed  out  throughout  Willard  Farnham's  The  Medieval 
Heritage  of  Elizabethan  Tragedy,  for  the  Middle  Ages  tragedy  was  the 
sort  of  thing  one  finds  in  Boccaccio's  De  casibus  virorum  illustrium  and 
Lydgate's  Fall  of  Princes.  The  conception  was  that  any  man  who 

1  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  158.     2  Ibid.,  pp.  158-159. 
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rises  too  high  with  the  turning  of  fortune's  wheel  must  inevitably  go 
down  as  the  wheel  continues  its  revolution.  Even  in  the  Renaissance 
this  idea  of  tragedy  hangs  on  and  is  often  mixed  with  the  classical 
concept  in  the  minds  of  both  playwrights  and  critics.  That  is  to  say, 
tragedy  deals  with  the  fall  of  kings  and  other  matters  of  high  state. 
As  Lodge  puts  it,  tragedy  has  as  its  subject  matter  "The  sower  fortune 
of  many  exiles,  the  miserable  fal  of  haples  princes,  the  reuinous  decay 
of  many  countryes."3 

Even  the  popular  Elizabethan  stage  often  gave  lip  service  to  this 
creed,  often  in  the  very  plays  where  it  most  departed  from  it.  In  the 
Spanish   Tragedy  Kyd  speaks  of: 

Tragedia  cothurnata,  fitting  Kings, 
Containing  matter,  and  not  common  things. 

Shakespeare  (or  possibly  Fletcher)  voices  the  traditional  view  of 
the  subject  matter  of  tragedy  in  a  passage  that  combines  the  Aris- 
totelian with  the  De  casibus  view  of  tragedy.  In  the  prologue  to 
Henry  VIII  we  find : 

I  come  no  more  to  make  you  laugh:  things  now, 

That  bear  a  weighty  and  a  serious  brow, 

Sad,  high,  and  working  full  of  state  and  woe, 

Such  noble  scenes  as  draw  the  eye  to  flow 

We  now  present.  .  . 

Be  sad,  as  we  would  make  ye:  think  ye  see 

The  very  persons  of  our  noble  story 

As  they  were  living;  think  you  see  them  great 

.  .  .  then  in  a  moment,  see 

How  soon  this  mightiness  meets  misery. 

Even  the  romantic  Chapman,  in  1613,  believed  he  was  following 
the  classical  tragic  tradition  in  his  Revenge  of  Bussy  d'Ambois.  In  the 
first  scene  of  the  play  he  had  Guise  say: 

I  would  have  these  things 
Brought  upon  stages,  to  let  mighty  misers 
See  all  their  grave  and  serious  miseries  played, 
As  once  they  were  in  Athens  and  old  Rome. 

3  Lodge,  Defence  of  Poetry,  in  Smith,  I,  80. 
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It  may  be  doubted  whether  the  audiences  of  "Athens  and  old  Rome" 
would  have  recognized  their  tragedies  in  the  Revenge  of  Bussy  (TAm- 
bois,  however. 

The  high  rank  of  the  characters  in  a  tragedy  is  emphasized  by  the 
stage  properties  and  costumes.  The  poverty  of  players  contrasted 
with  the  gorgeousness  of  their  costumes  is  a  frequent  source  of  Eliza- 
bethan wit.  Spenser,  as  the  aspiring  poet,  speaks  in  the  Shepheardes 
Calender  of: 

How  [he]  could  reare  the  Muse  on  stately  stage, 
And  teache  her  tread  aloft  in  bus-kin  fine, 
With  queint  Bellona  in  her  equipage.4 

Notice  the  adjectives  here  describing  the  tragic  wrappings  in  this 
and  the  following  passage  by  the  same  poet.  A  grave  and  stately 
person  reminds  him  of  some  character  that  might  be  seen  in  a  tragedy: 

And  forth  isswd,  as  on  the  ready  fiore 
Of  some  Theatre,  a  grave  personage, 
That  in  his  hand  a  branch  of  laurell  bore, 
With  comely  haveour  and  count' nance  sage, 
Yclad  in  costly  garments,  fit  for  tragicke  Stage.5 

The  atmosphere  of  kingship  was  further  intensified  by  the  language 
used,  which  had,  naturally,  to  be  fitting  to  royalty.  As  William  Webbe 
puts  it,  in  his  Discourse  of  English  Poetry:  "To  the  Tragical  wryters 
belong  properly  the  bygge  and  boysterous  wordes."6  Kings  shall 
speak  like  kings  when  they  are  dealing  with  matters  of  state,  although, 
says  Puttenham, 

neither  is  all  that  may  be  written  of  Kings  and  Princes  such  as  ought  to 
keepe  a  high  stile,  nor  all  that  may  be  written  upon  a  shepheard  to  keepe 
the  low,  but  according  to  the  matter  reported,  if  that  be  of  high  or  base  na- 
ture; for  every  pety  pleasure  and  vayne  delight  of  a  king  are  not  to  [be] 
accompted  high  matter  for  the  height  of  his  estate  .  .  .  but  well  the  magnani- 
mitie  and  honorable  ambition  of  Caesar,  the  prosperities  of  Augustus.  .  .and 
generally  all  that  which  concerned  the  highest  honours  of  Emperours,  their 
birth,  alliaunces,  governement,  exploits  in  warre  and  peace,  and  other 
publike  affaires;  for  they  be  matter  stately  and  high,  and  require  a  stile  to 

4  Spenser,  Shepheardes  Calender,  "October,"  11.  112-114. 

5  Spenser,  The  Fairie  Queene,  Book  III,  canto  xii,  St.  3. 

6  Webbe,  Discourse  of  English  Poetry,  in  Smith,  I,  292. 
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be  lift  up  and  advaunced  by  choyse  of  wordes,  phrases,  sentences,  and 
figures,  high,  loftie,  eloquent,  &  magnifik  in  proportion.7 

Thus,  tragedy  which  deals  with  these  high  matters,  must  be  written 
in  a  royal  language,  for  no  other  but  the  highest  style  can  keep  the 
decorum  demanded  for  these  great  affairs. 

Certainly,  there  is  no  doubt  in  the  minds  of  the  literary  critics  who 
follow  the  tradition  of  their  age  that  the  distinctive  qualities  of  tragedy 
are  that  it  deals  with  the  misfortunes  of  princes,  is  written  in  the  ap- 
propriately lofty  style,  and  is  staged  with  the  trappings  conventionally 
associated  with  royalty.  What  is  the  social  end  of  this  kind  of  drama? 
Sir  John  Harington  seems  to  hint  that  it  is  to  arouse  in  the  audience 
a  hatred  of  tyranny.  He  defends  tragedy  from  the  charges  of  lewdness 
and  scurrility,  by  saying  that  "the  Tragicall  is  meerly  free  from  it, 
as  representing  onely  the  cruell  and  lawlesse  proceedings  of  Princes, 
moving  nothing  but  pitie  or  detestation."8 

Sir  Philip  Sidney,  on  the  other  hand,  feels  that  at  least  one  end  of 
tragedy  is  to  show  kings  the  errors  of  their  ways.  In  effect,  this  reduces 
the  audience  of  the  tragedy  to  one  person,  the  monarch,  and  clearly 
shows  a  type  of  thinking  that  could  arise  only  under  a  strong  mon- 
archy. In  this  pronouncement,  Sidney  did  not  go  beyond  reality,  since, 
as  we  all  know,  the  tragedy  of  Gorboduc  was  written  for  the  sole 
purpose  of  inculcating  a  lesson  in  the  mind  of  Elizabeth.  Sidney 
speaks  of:  "high  and  excellent  Tragedy,  that  openeth  the  greatest 
wounds,  and  sheweth  forth  the  Ulcers  that  are  covered  with  Tissue; 
that  maketh  Kinges  feare  to  be  Tyrants,  and  Tyrants  manifest  their 
tirannicall  humors."9 

Can  the  feeling  that  tragedy  warns  against  tyranny  be  construed 
as  antimonarchial?  I  think  not.  One  cannot  contend  that  the  dra- 
matic poets  who  wrote  tragedies  with  political  content  meant  their 
plays  to  teach  revolt  against  tyranny.  Monarchy  is  accepted  as  the 
best  form  of  government,  and  though  tyranny  is  reprehensible,  the 
poet  strives  to  teach  kings  not  to  be  tyrants  rather  than  people  not 
to  suffer  tyranny.  Fulke  Greville's  unacted  plays,  Mustapha  and 
Alaham,  are  full  of  speeches  against  tyranny,  but  their  purport  is  to 
convince  the  monarch  that  tyranny  does  not  pay.  The  fact  that  so 

7  Of  Poets  and  Poesie,  in  Smith,  II,  157. 

8  Harington,  "A  Preface  to  Orlando  furioso,"  in  Smith,  II,  209. 

9  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  177. 


THEORIES  OF  THE  DRAMA  179 

much  of  Greville's  energy  is  spent  on  the  problem  of  succession  tells 
us  clearly  for  whose  ears  the  lessons  were  intended.  Nevertheless, 
there  were  moral  lessons  in  tragedy  for  others  than  monarchs.  Much 
of  the  medieval  idea  that  the  fall  of  great  men  teaches  the  audience 
a  contempt  for  worldly  success  can  be  found  in  Greville's  introduction 
to  his  tragedies,  wherein  he  tells  us  that  his  plays  are  efforts  "to  trace 
out  the  highwaies  of  ambitious  governours  and  to  show  in  the  practice 
that  the  more  audacity  and  good  success  such  Soveraignties  have, 
the  more  they  hasten  to  theire  own  desolation  and  ruine."10 

In  this  connection,  notice  should  be  taken  of  the  attempt  in  Eng- 
land to  write  plays  which  will  keep  the  rules  and  decorum  of  classical 
drama.  The  work  of  Robert  Gamier  in  France  is  looked  upon  with 
admiration  by  a  small  aristocratic  literary  group  in  England.  Lady 
Pembroke  translates  his  Marc-Antoine  into  English  in  1590  and  under 
her  influence  Daniel  writes  his  Cleopatra  (1594)  and  his  Philotas,  while 
Kyd  translates  Garnier's  Cornelie.  Lord  Brooke's  tragedies  that  we 
have  spoken  of  are  in  this  tradition.  Ben  Jonson,  too,  feels  the  need 
of  writing  plays  after  the  classical  model.  His  first  attempt,  Sejanus, 
has  been  criticized  by  M.  Castelain  in  Ben  Jonson:  Phomme  et  Pceuvre 
(1907)  as  not  a  classical  tragedy,  because  it  violates  so  many  of  the 
classical  structural  rules.  Ben  Jonson  anticipates  this  criticism  and 
remarks: 

First,  if  it  be  objected,  that  what  I  publish  is  no  true  poem,  in  the  strict 
laws  of  time,  I  confess  it.  .  .  .  In  the  meantime,  if  in  truth  of  argument, 
dignity  of  persons,  gravity  and  height  of  elocution,  fulness  and  frequency  of 
sentence,  I  have  discharged  the  other  offices  of  a  tragic  writer,  let  not  the 
absence  of  these  forms  be  imputed  to  me.11 

Jonson  completely  answered  Castelain's  criticism  three  hundred 
years  before  the  Frenchman  printed  it.  The  so-called  "unities"  were 
really  not  important  until  the  neoclassical  period.  As  we  have  seen, 
the  Renaissance  critics  were  interested  in  the  subject  matter,  being 
concerned  with  the  fall  of  princes,  in  the  keeping  of  a  decorum  fitted 
to  the  rank  of  the  characters,  and  in  making  the  style  the  "height  of 
elocution."  Measured  by  these  standards  (and  who  has  the  authority 
to  apply  others?),  Sejanus  is  a  "right"  tragedy. 

10Greville,  Works,  pp.  222-223. 

11  Jonson,  Sejanus:  His  Fall,  "To  the  Readers,"  in  his  Plays,  II,  310. 
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For  the  Renaissance,  as  we  have  before  mentioned,  the  distinction 
between  tragedy  and  comedy  is  to  a  large  degree  dependent  upon 
the  rank  of  the  characters.  As  Puttenham  says: 

There  were  also  Poets  that  wrote  onely  for  the  stage,  I  meane  playes  and 
interludes,  to  recreate  the  people  with  matters  of  disporte,  and  to  that  in- 
tent did  set  forth  in  shewes  .  .  .  accompanied  with  speach,  the  common  be- 
haviors and  maner  of  life  of  private  persons,  and  such  as  were  the  meaner 
sort  of  men,  and  they  were  called  Comicall  Poets.12 

In  Chapter  XIV  of  his  Arte  of  English  Poesie  Puttenham  tells  us, 
further,  with  what  comedy  dealt  in  the  time  of  the  Greek  poets  and 
what  kinds  of  characters  were  then  considered  fit  for  comedy.  These 
observations,  though  made  in  the  past  tense,  were  considered  by 
Puttenham  as  rules  for  the  guidance  of  the  contemporary  English 
dramatists.  He  says  these  comedies  debated 

the  matters  of  the  world,  sometimes  of  their  owne  affaires,  sometimes  of 
their  neighbours,  but  never  medling  with  any  Princes  matters  nor  such  high 
personages,  but  commonly  of  marchants,  souldiers,  artificers,  good  honest 
housholders,  and  also  of  unthrifty  youthes,  yong  damsels,  old  nurses,  bawds, 
brokers,  ruffians  and  parasites,  with  such  like,  in  whose  behaviors  lyeth  in 
effect  the  whole  course  and  trade  of  mans  life,  and  therefore  tended  alto- 
gither  to  the  good  amendment  of  man  by  discipline  and  example.  It  was 
also  much  for  the  solace  &  recreation  of  the  common  people  by  reason  of 
the  pageants  and  shewes.13 

In  this  one  passage  Puttenham  sums  up  the  Renaissance  conception 
of  comedy  completely.  Comedy  should  deal  with  the  incidents  of 
everyday  life,  the  characters  should  be  taken  from  the  middle  class, 
and  the  end  should  be  to  amend  the  vices  and  to  amuse  the  common 
people  of  the  audience.  Sidney  defines  comedy  much  in  the  same 
manner  as  Puttenham,  calling  it  an  "imitation  of  the  common  errors 
of  our  life."  Elsewhere  he  speaks  of  it  as  dealing  with  "private  and 
domestical  matters."14 

In  his  Teares  of  the  Muses  Spenser  gives  poetic  expression  to  the 
classical  ideal  of  comedy,  which,  he  bewails,  is  not  to  be  seen  on  the 
English  stage  in  these  degenerate  days.  He  speaks  of,  as  in  the  past: 

12  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  27.      l3  Ibid.,  p.  33. 
14  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  177. 
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.  .  .  the  Comick  Stage 
With  seasoned  wit,  and  goodly  pleasance  graced 
By  which  mans  life  in  his  likest  image 
Was  limned  forth,  are  wholly  now  defaced; 
And  those  sweete  wits  which  wont  the  like  to  frame, 
Are  now  despized  and  made  a  laughing  game.15 

We  have  made  reference  to  the  high,  mean,  and  low  style  and  have 
remarked  that  the  rank  of  the  characters  in  the  production  deter- 
mines the  style.  Thus,  the  actors  in  comedy  being  middle-class 
people,  the  mean,  or  middle-class,  style  is  the  one  which  the  literary 
critics  demand  for  comedy.  In  his  essay  On  English  Verse  Thomas 
Campion  speaks  of  the  "iambic  verse"  as  suitable  for  the  dignity  of 
tragedy.  Then  he  goes  on  to  say  that  "The  Iambick  verse  in  like 
manner  being  yet  made  a  little  more  licentiate,  that  it  may  thereby 
the  neerer  imitate  our  common  talke,  will  excellently  serve  for 
Comedies."16 

In  the  actual  practice  of  the  English  stage,  although  most  of  the 
playwrights  give  not  a  thought  to  the  rules  of  the  critics,  they  do,  in 
practice,  make  a  like  distinction  in  their  plays,  usually  using  blank 
verse  for  the  serious  and  prose  for  the  comic  sections  of  their  pieces. 
Ben  Jonson,  being  highly  critically  minded,  is  always  aware  of  these 
rules  and  attempts  to  follow  them  in  his  plays.  In  the  "Prologue"  to 
Everyman  in  His  Humor  he  says  that  in  this  play  he  has  avoided  the 
nonclassical  excesses  of  his  contemporaries  and  has  put  in  this  work: 

But  deedes,  and  language,  such  as  men  doe  use, 
And  persons,  such  as  Comoedie  would  chuse, 
When  she  would  shew  an  Image  of  the  times, 
And  sport  with  humane  follies,  not  with  crimes. 

A  term  which  the  student  of  Renaissance  critical  writings  meets 
again  and  again  is  "decorum."  17  It  is  one  of  the  most  important  tools 
in  the  critics  bag  of  technical  terms.  Essentially,  decorum  is  a  class 
concept.  According  to  it,  a  king  should  speak  as  a  king  is  expected 
to,  while  a  commoner  should  use  idioms  common  to  the  people. 
When  a  poet  keeps  decorum,  it  also  means  that  he  does  not  mix 

15  Spenser,  Teares  of  the  Muses,  11.  1 99—204. 

16  Campion,  On  English  Verse,  in  Smith,  II,  338. 

17  For  a  further  discussion  of  this  concept  see  pp.  208-214. 
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people  of  different  classes  together  in  the  same  scene.  Spenser  criti- 
cizes a  tapestry  in  the  house  of  Busirane,  because  kings  are  portrayed 
side  by  side  with  common  people.18 

The  critics  who  follow  in  the  classical  tradition,  and  that  is  to  say, 
with  perhaps  the  exception  of  Daniel,  all  of  them,  rather  than  at- 
tempt to  discover  how  the  dramatic  writers  of  the  age  obtained  their 
effects,  are  content  to  apply  the  rules  mechanically  and  to  condemn 
the  plays  they  saw  for  falling  short  of  them.  The  cry  that  is  most 
often  raised  against  the  English  drama  is  that  it  lacks  decorum. 
George  Whetstone  writes  in  his  dedication  to  Promos  and  Cassandra 
(1578)  of  the  English  plays  he  has  seen.  He  says: 

Manye  tymes  (to  make  mirthe)  they  make  a  Clowne  companion  with  a 
Kinge;  in  theyr  grave  counsels  they  allow  the  advise  of  fooles;  yea,  they  use 
one  order  of  speach  for  all  persons:  a  grose  Indecorum,  for  a  Crowe  wyll  yll 
counterfet  the  Nightingale's  sweete  voice;  even  so  affected  speeche  doth 
misbecome  a  Clowne.19 

To  people  of  such  a  mind  the  plays  that  are  performed  to  the  ap- 
plause of  the  people  on  the  English  stage  cannot  be  rightly  called 
either  tragedies  or  comedies,  because  of  their  lack  of  decorum. 
Speaking  of  the  popular  playwrights,  Sidney  can  write: 

All  theyr  Playes  be  neither  right  Tragedies,  nor  right  Comedies;  mingling 
Kings  and  Clownes,  not  because  the  matter  so  carrieth  it,  but  thrust  in 
Clownes  by  head  and  shoulders,  to  play  a  part  in  majesticall  matters,  with 
neither  decencie,  nor  discretion:  So  as  neither  the  admiration  and  com- 
miseration, nor  the  right  sportfulnes,  is  by  theyr  mungrell  Tragy-comedie 
obtained.20 

This  is  the  reasoned  opinion  of  most  critics.  However,  John  Fletcher 
defends  the  genre  in  which  he  has  been  so  successful  by  claiming  that 
tragicomedy  is  a  form  in  which  one  can  mix  people  of  various  social 
classes  and  still  keep  decorum.  He  writes,  in  his  dedication  to  The 
Faithful  Shepherdes,  that  in  tragicomedy:  "A  God  is  as  lawfull  in  this 
as  in  a  tragedie,  and  meane  people  as  in  a  comedie." 

Even  the  popular  dramatists  at  times  pay  lip  service  to  the  rules. 
But  Thomas  Middleton  feels  that,  since  in  real  life  a  king  is  at  times 

18  Spenser,  Fairie  Queene,  Book  III,  canto  xi. 

19  Whetstone,  "The  Dedication  to  Promos  and  Cassandra,"  in  Smith,  I,  59-60. 

20  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  199. 
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in  contact  with  the  people,  the  poet  gives  a  greater  illusion  of  life  by 
mixing  the  two  on  the  stage.  He  may  be  merely  considering  the  clown 
as  a  part  of  the  personal  following  of  the  king,  but  I  doubt  it.  The 
passage  looks  more  like  an  answer  to  those  who  object  to  mixing  the 
low  with  the  tragic.  He  writes: 

There's  nothing  in  a  play  to  a  clown,  if  he 

Have  but  the  grace  to  hit  on  't;  that's  the  thing  indeed: 

The  King  shows  well,  but  he  sets  off  the  King. 

This  is  a  concession  that  the  critics  will  not  make.  They  agree  with 
Sidney  that  a  tragicomedy  is  neither  a  tragedy  nor  a  comedy.  In  the 
hierarchy  of  drama,  since  tragedy  represents  the  aristocracy,  comedy 
the  middle-class,  and  farce  the  lower  classes,  it  is  as  much  a  lack  of 
decorum  to  mix  the  "low"  language  of  the  farce  with  the  "mean" 
language  of  the  comedy,  as  it  is  to  mix  the  comic  style  with  the  tragic. 
So,  not  only  are  the  popular  tragedies  condemned  for  this  admixture, 
but  even  the  popular  comedies  do  not  escape  the  censure  of  being 
mixed  with  the  farce  elements.  Spenser  writes  thus  of  the  comedy 
of  his  day: 

In  stead  thereof  scoffing  Scurrilitie, 

And  scornfull  Follie  with  Contempt  is  crept, 

Rolling  in  rymes  of  shameles  ribaudrie 

Without  regard,  or  due  Decorum  kept, 

Each  idle  wit  at  will  presumes  to  make, 

And  doth  the  Learneds  taske  upon  him  take.21 

From  the  above  critical  passages  one  can  see  how  completely 
critical  writing  about  the  drama  in  England  is  dominated  by  the 
class  structure  of  society  at  this  time.  The  forms  of  drama,  the  diction, 
and  the  characters  are  all  determined  by  these  nonaesthetic  concepts 
and  the  approach  to  the  popular  drama  is  equally  biased  by  these 
social  conventions. 

In  order  to  convince  oneself  how  closely  the  class  differentiations 
in  drama  correspond  to  legal  distinctions  made  in  the  reign  of  Eliza- 
beth, one  need  only  examine  the  laws  regulating  apparel,  as  exempli- 
fied in  the  following  proclamation  issued   on  October   21,   1559.22 

21  Spenser,  Teares  of  the  Muses,  11.  21 1—2 15. 

22  Quoted  from  original  collection  of  proclamations  in  British  Museum,  G.  6463,  by 
Frances  Elizabeth  Baldwin,  Sumptuary  Legislation  in  England,  pp.  218-219.  "John  Hopkins 
University  Studies  in  Historical  and  Political  Science,"  XLIV. 
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PROCLAMATION  OF   1559 
Anno  XXIV,  Henry  VIII. 


golde 

sylver 
satin,  sylke,  or  cloth 
myxte  with  golde  or  sylver, 
nor  any  sables. 

Wollen  cloth  made  out  of  the  Realme 


Except 


Velvet 


Furres 


Velvet  in 


Crimson 
Scarlet  or 
Blewe 

Black  Jenets 
Luzernes 

Gownes 

Coates  or  uttermost 

garments. 


Except    i 


Furre  of  Libardes 
Embroderye 

Prickyng  or 
prinkyng 


Taffeta, 
Satin, 

Damaske,  or 
Silke  chamlet  in 


with  golde, 
sylver,  or 
sylke 


his  uttermost 
garments 


Except 


Velvet,  otherwyse  then 
in  jackets,  doblets,  etc. 
Furre  whereof  the  kynde 
groweth  not  within  the 
Queenes  dominions 


Earles,  and  all  of  superior 
degrees,  and  Viscountes  and 
Barons  in  theyr  doblets 
and  sleveless  coates. 


Dukes 
Marquesses 
Earles  or 


theyre 
children 


Barons  and  Knyghtes 
or  thorder 


Barons  sonnes, 
Knyghtes,  or  men 
that  may  dispend 
CC.li.  by  yere 


(Gray  Je-  j  A  man  that  may  dispend 

nettes,       >  Except  I  one  hundred  pounde  by 
Bodge        j  [  yere. 


None  shal 
weare  anye 
sylke  in 


Anno  i  et  ii  Philippi  Mariae 


Hatte.Bonet 
Nyghtcappe. 
Gyrdell.  Scabarde 
Hosen.  Shoes. 
Spurre  lethers 


Except    < 


The  sonne  and  heyre,  or 
daughter  of  a  knight,  or 
the  wyfe  of  the  sayd  Son- 
ne, A  man  that  may  dis- 
pende  XX.  Ii.  by  yere,  or 
is  worth  two  hundred 
poundes  in  goods. 


These  be  the  briefe  contentes  but  of  certayne  partes  of  the  lawes  nowe  remayning  in 
force.,  to  the  observation  whereof,  her  Majestie  thinketh  best  to  induce  her  subjects  by 
this  shorte  memoriall,  and  yet  neverthelesse  wysheth  that  all  of  inferior  estates  should  not 
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neglect  the  rest  of  the  same  lawes,  lest  if  they  shalbe  found  to  contemne  these  orders  here 
mencioned,  they  may  feele  the  payne  of  the  rest. 

There  be  certaine  other  exceptions  in  the  statutes:  as  for  such  as  have  licence  by  the 
Quenes  Majestie,  or  such  as  shall  runne  in  any  Justes  or  shall  serve  in  warre,  or  shall  have 
apparel  given  them  to  be  worne  by  her  Majestie,  and  such  lyke.  All  which  are  well  to  be 
considered  by  them  that  wyll  clayme  any  privilege  thereby,  and  that  at  theyr  peryll. 

And  where  there  is  mention  made  of  values  of  yerely  lyvelodes  and  goodes,  the  best 
accompt  therof  is  to  be  made  by  the  taxations  of  this  last  subsidie,  so  as  if  any  wyll  be 
excused  by  pretence  of  his  livelode  or  substance,  to  offende,  it  as  meete  that  he  aunswere 
to  the  Prince  in  subsedye  for  that  value,  as  seeke  defence  to  breake  any  good  lawe,  whereof 
her  Majestie  geveth  to  all  men  admonition. 

Anno  M.D.LIX. 

Mense  Octobris. 

Here  social  distinctions  used  by  literary  critics  to  separate  the  genres 
are  completely  reflected  in  the  legislation  of  Elizabeth.  It  is  significant 
that  almost  all  the  sumptuary  laws  originated  in  the  House  of  Lords 
and  that  many  of  them  were  rejected  by  the  Commons.23 

As  we  pass  from  these  literary  critics  of  Elizabethan  and  Jacobean 
England  to  Milton,  we  must  first  take  into  account  the  world-shaking 
changes  that  have  taken  place  in  England  in  the  interim.  The  Eng- 
land of  the  early  critics  was  a  monarchy  resting  on  a  highly  stratified 
society  and  dominated  by  the  aristocracy.  The  England  of  the  Com- 
monwealth (and  Milton's  early  life  was  in  the  period  of  preparation 
for  it,  and  his  later  life,  in  the  falling  away  from  it)  is  an  England 
which  is  a  limited  democracy,  dominated  by  the  London  bourgeoisie 
in  alliance  with  the  more  liberal  elements  of  the  old  aristocracy.  As 
a  result  of  these  changes,  we  find  the  literary  criticism  of  Milton  has 
taken  on  a  different  tone.24  Milton  the  radical  cannot  accept  all  of 
the  social  distinctions  which  were  axiomatic  with  the  Renaissance 
critics;  but  Milton  the  humanist  is  conservative  enough  to  borrow 
most  of  his  critical  ideas  from  the  Italian  critics  of  the  sixteenth  cen- 
tury. So,  in  the  critical  pronouncements  of  the  poet  we  often  find  the 
old  dicta  repeated  word  for  word  and  interpreted  in  a  different  way, 
while  again  we  discover  significant  departures  even  from  the  wording 
of  the  older  critics. 

Let  us  first  look  at  Milton's  conception  of  decorum.  When  we  ob- 
serve the  passages  relating  to  this  subject  scattered  here  and  there  in 

23  Baldwin,  Sumptuary  Legislation,  p.  215. 

24  On  this  question  William  R.  Parker  says,  "No  longer  regarding  as  'radical'  Milton's 
views  on  such  matters  as  literary  censorship  and  theology,  we  are  liable  to  underestimate 
the  extent  of  his  artistic  liberalism." — Milton's  Debt  to  Greek  Tragedy  in  Samson  Agonistes, 
Preface,  p.  xii. 
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Ida  Langdon's  Milton  s  Theory  of  Poetry  and  Fine  Art,  the  first  thing 
we  notice  is  that  Milton  never  uses  the  term  to  denote  a  class  concept, 
but  always  uses  it  in  a  moral  or  aesthetic  sense.  This  is  not  to  say  that 
earlier  critics  of  the  Renaissance  did  not  use  this  term  occasionally 
in  a  moral  or  aesthetic  sense,  for  of  course  they  did,  but  that  their 
emphasis  was  usually  on  the  class  connotations  of  the  term.  A  typical 
use  of  this  term  by  Milton  is  the  following  passage  from  the  "Second 
Defense"  (translated  by  Fellowes).  Milton  is  chiding  Salmasius  for 
quoting  a  rascally  printer,  Vlaccus,  on  the  virtues  of  kings: 

I  have  discovered  evident  indications  that  Salmasius,  notwithstanding  the 
multiplicity  of  his  reading  was  a  man  of  puerile  judgment,  and  without  any 
knowledge  of  the  world;  for  though  he  must  have  read  that  the  chief  magis- 
trates, in  the  well-arranged  government  of  Sparta,  were  always  wont  to 
ascribe  to  some  virtuous  citizen  the  merit  of  every  good  saying  which  the 
worthless  and  profligate  might  occasionally  pronounce,  he  has  shown  him- 
self so  utterly  ignorant  of  all  that  is  called  propriety  [decorum],  as  to  ascribe 
to  the  vilest  men  sentiments  which  could  become  only  the  good  and  wise.25 

It  is,  of  course,  Milton's  theories  of  tragedy  which  enable  us  to  see 
his  relation  to  the  social  bias  of  the  earlier  critics.  The  early  Milton  of 
//  Penseroso  has  not  yet  departed  from  the  conventional  view  and 
limits  tragedy  to  the  stories  of  kings,  if  we  can  credit  as  criticism 
this  poetic  image: 

Sometime  let  gorgeous  tragedy 

In  sceptered  pall  come  sweeping  by 

Presenting  Thebes,  or  Pelops'  line, 

Or  the  tale  of  Troy  divine; 

Or  what  (though  rare)  of  later  age 

Ennobled  hath  the  buskined  stage.26 

Later,  Milton's  conception  of  tragedy  is  completely  free  from  class 
criteria.27  He  speaks,  not  of  kings  or  tragic  heroes,  but  of  men  whose 

25  Milton,  Works,  VI,  263.  I  use  Mitford's  edition,  since  it  is  the  one  used  by  Ida  Lang- 
don  in  Milton's  Theory  of  Poetry  and  Fine  Art  (New  Haven,  1925)  from  which  I  received 
direction  to  the  loci  critici  in  Milton's  writings. 

26  Occasionally  Milton  seems  very  close  to  the  older  attitude.  Witness  condemnation 
of  the  mixing  of  types:  "This  is  mentioned  to  vindicate  tragedy  from  the  small  esteem, 
or  rather  infancy  .  .  .  happening  through  the  poets  error  of  intermixing  comic  stuff  with 
tragic  sadness  and  gravity,  or  introducing  trivial  and  vulgar  persons — which  by  all 
judicious  hath  been  counted  absurd,  and  brought  in  without  discretion,  corruptly  to 
gratify  the  people."  Preface  to  Samson  Agonistes. 

27  Milton,  //  Penseroso,  11.  97-102. 
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moral  worth  raises  them  to  such  a  position.  So  in  the  following  pas- 
sage from  Colasterion  he  says: 

I  had  rather,  since  the  life  of  man  is  likened  to  a  scene  that  all  my  entrances 
and  exits  might  mix  with  such  persons  only  whose  worth  erects  them  and 
their  actions  to  a  grave  and  tragic  deportment,  and  not  to  have  to  do  with 
Clowns  and  Vices.28 

The  clearest  indication  of  the  fact  that  Milton  has  completely  re- 
jected birth  as  the  distinction  of  the  tragic  hero  is  this  very  explicit 
passage  from  Samson  Agonistes.  The  chorus  addresses  Samson: 

Strongest  of  mortal  men, 

To  lowest  pitch  of  abject  fortune  thou  art  fallen ! 

For  him  I  reckon  not  in  high  estate 

Whom  long  descent  of  birth, 

Or  the  sphere  of  fortune  raises, 

But  thee,  whose  strength,  while  virtue  was  her  mate, 

Might  have  subdued  the  earth, 

Universally  crowned  with  highest  praises.29 

The  purpose  of  tragedy  for  Milton  is  not  to  educate  a  prince,  but 
quite  the  converse;  he  conceives  that  tragedy  should  strike  at  abuses 
among  the  eminent.  He  writes:  "For  a  satyr,  as  it  was  born  out  of  a 
tragedy,  so  ought  to  resemble  his  parentage  to  strike  high,  and  ad- 
venture dangerously,  at  the  most  eminent  vices  among  the  greatest 
persons."30 

Here  we  see  that,  not  abandoning  the  social  function  of  tragedy, 
he  has  reinterpreted  it  in  antimonarchical  terms  to  fit  his  age.  How- 
ever, the  prime  purpose  of  this  dramatic  form  was  moral  for  Milton, 
though  it  is  to  be  doubted  whether  he  would  make  the  dichotomy 
that  many  make  today  between  political  and  private  morality. 
Certainly  he  looks  upon  the  dramatist  as,  ideally,  a  teacher.  As  he 
chants  in  Paradise  Regained: 

Thence  what  the  lofty  grave  tragedians  taught 
In  chorus  or  iambic,  teachers  best 

28  Milton,  Works,  IV,  377.     29  Milton,  Samson  Agonistes,  11.  164-175. 

30  Milton,  Works,  III,  293.  It  would  be  wrong  to  suggest  that  this  conception  of  Milton's 
is  entirely  original.  Jonson  is  a  link  between  the  entirely  monarchical  view  and  Milton's. 
His  Sejanus  is  the  most  violent  denunciation  of  tyranny  in  popular  drama.  Jonson's  play 
leans  heavily  on  Tacitus  and  Sallust,  from  the  latter  of  whom  Milton  took  the  epigraph 
to  Eikonoklastes.  Hobbes  was  wise  in  reprobating  the  use  made  by  the  republicans  of  the 
Greek  and  Roman  historians. 
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Of  moral  prudence,  with  delight  received 
In  brief  sententious  precepts,  while  they  treat 
Of  fate,  and  chance,  and  change  in  human  life, 
High  actions  and  high  passions  best  describing.31 

One  could  learn  a  great  deal  about  Milton's  theory  of  tragedy  and 
its  moral  and  social  implications  by  studying  Samson  Agonistes  care- 
fully. However,  since  we  have  limited  ourselves  to  explicit  statements 
of  aesthetic  belief,  this  is  out  of  our  province.  But  we  cannot  leave 
the  subject  without  remarking  that  the  whole  tone  of  the  drama  is 
social  and  political  as  well  as  moral  and  that  his  conception  of 
catharsis  is  also  medico-social.32 

The  earlier  critics  we  dealt  with  approached  their  subject  from  a 
point  of  view  which  was  essentially  that  of  the  aristocratic  ruling 
class  of  their  day,  and  they  saw  aesthetic  criticism  in  terms  of  such  a 
class  society.  With  Milton  we  got  far  more  of  the  aesthetic  and  moral 
approach,  but  there  are  still  traces  of  a  social  attitude  in  his  criticism. 
The  difference  is  that  the  earlier  critics  thought  in  terms  of  the 
aristocracy,  while  Milton  was  thinking  in  terms  of  the  growing 
middle  class.  Knowing  Milton's  antiaristocratic  feelings,  we  have 
only  to  add  the  following  passage  from  the  "First  Defense"  to  obtain 
a  statement  of  his  class  attitude: 

Then  you  inveigh  against  the  common  people  as  being  blind  and  brutish, 
ignorant  of  the  art  of  governing;  you  say  there's  nothing  more  empty,  more 
vain,  more  inconstant,  more  uncertain  than  they.  All  which  is  very  true  of 
yourself,  and  it's  true  likewise  of  the  rabble,  but  not  of  the  middle  sort, 
amongst  whom  the  most  prudent  men,  and  most  skilful  in  affairs  generally, 
are  found.33 

31  Milton,  Paradise  Regained,  Book  IV,  11.  261-266. 

32  Parker,  in  his  Milton's  Debt  to  Greek  Tragedy  in  Samson  Agonistes  is  under  the  impression 
that  Milton's  pathological  interpretation  of  catharsis  is  rather  original.  He  tends  to  think 
that  Milton  may  have  been  the  first  to  have  done  this;  and  he  writes,  "If  he  was  not  the 
first  after  Aristotle  to  do  so,  we  must  nevertheless  marvel,  in  the  circumstances,  at  his  in- 
sight and  courage."  Of  course,  as  both  Langdon  and  Spingarn  have  long  since  pointed 
out,  Milton's  passage  on  catharsis  recalls  closely  a  passage  in  Minturno's  L'arte  poetica 
(p.  77)  that  Milton  probably  knew.  Milton's  originality  lies  only  in  his  choosing  Min- 
turno's interpretation  rather  than  the  nonpathological  interpretations  of  other  Italian 
critics.  Professor  M.  T.  Herrick,  in  The  Poetics  of  Aristotle  in  England,  has  found  an  interpre- 
tation of  the  pathological  theory  in  England  as  early  as  1576  in  Robert  Peterson's  transla- 
tions of  Delia  Casa's  Galateo. 

33  Milton,  Works,  VIII,  180-181.  translation,  in  Langdon's  Milton's  Theory,  p.  286. 
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Milton,  in  rejecting  the  standards  of  the  aristocracy,  is  beginning  to 
accept  those  of  the  new  middle  class.34 

34  A  word  of  explanation  is  due  the  reader  as  to  why  I  have  used  the  literary  criticism 
of  John  Milton  and  have  omitted  that  of  Davenant  and  Hobbes.  The  main  purpose  of  this 
section  is  to  deal  with  criticism  in  England  from  the  beginning  of  the  Renaissance  to  the 
outbreak  of  the  Civil  War.  I  have  allowed  the  later  figure  of  Milton  to  come  into  the 
picture  in  order  to  throw  into  relief  the  aristocratic  character  of  pre-Civil  War  English 
criticism.  Davenant  and  Hobbes  are  omitted  for  two  reasons.  First,  the  content  of  their 
criticism  is  aristocratic  (they  were  both  royalist  exiles)  and  so  offers  no  counterpoint  to 
the  earlier  criticism;  and,  secondly,  certain  new  philosophical  ideas  began  to  creep  into 
their  criticism  which,  anticipating  the  thought  of  the  later  seventeenth  century  and  the 
early  eighteenth  century,  put  their  writings  far  beyond  our  context.  On  the  other  hand, 
John  Milton  always  thinks  in  the  standard  critical  atmosphere  of  the  Renaissance  and  is, 
in  essentials,  a  Renaissance  literary  critic. 


England 
THEORIES  OF  THE  EPIC 

|S  we  turn  to  the  epic  or  heroic  poem,  we  must  remember 
that  to  the  English  writers  of  the  Renaissance,  this  term 
embraces  not  only  the  Iliad,  the  Odyssey,  and  the  Aeneid 
but  also  the  Orlando  furioso  of  Ariosto  and  the  Gerusa- 
lemme  liber ata  of  Tasso.  Spenser  says  he  modeled  the 
Faerie  Queene  on  Homer  and  Virgil,  while  a  recent  work  on  Sidney 
has  shown  that  even  the  Arcadia  was  considered  an  "epic."  1  Another 
point  to  notice  is  that,  while  the  heroic  poem  was  highly  esteemed, 
the  literary  critics  are  much  more  vague  when  they  speak  of  it  than 
when  they  are  discussing  more  easily  handled  forms.  The  definitions 
of  the  heroic  poem  we  find  are  far  less  clear-cut  than  those  of  tragedy 
and  comedy. 

Whereas,  in  discussing  the  social  basis  of  tragedy  and  comedy,  we 
dealt  largely  with  the  question  of  class  differences,  when  we  come 
to  the  epic  we  discuss  not  only  this  but  also  nationalism,  a  factor  to 
which  we  have  paid  little  attention  since  we  left  the  battle  on  the 
vulgar  tongue.  The  epic  is  national  in  character,  and  in  England  and 
PVance  the  all-important  ingredient  is  nationalism.  In  divided  Italy, 
poets  could  celebrate  a  French  hero,  Roland,  but  in  France  and 
England  a  lusty  nationalism  makes  the  poet  choose  a  national  sub- 
ject for  his  poem.  Spenser,  Warner,  and  Drayton  are  among  the 
English  poets  of  this  time  who  use  the  actions  of  the  whole  race  as  a 
subject  for  epic  treatment.  William  Webbe,  in  his  Of  English  Poetry, 
asserts  that  the  only  reason  England  has  not  produced  an  epic  equal 
to  those  of  Homer  and  Virgil  is  that  the  English  have  not  yet  taken 
enough  trouble  to  polish  their  language.  He  thus  connects  the  prob- 
lem of  the  language  with  the  problem  of  the  heroic  poem,  and  the 
nexus  is  nationalism.  Having  mentioned  Homer  and  Virgil,  he  con- 
tinues : 

To  these,  though  we  have  no  English  worke  aunswerable  in  respect  of  the 
glorious  ornaments  of  gallant  handling,  yet  our  auncient  Chroniclers  and 
reporters  of  our  Countrey  affayres  come  most  neere  them:  and  no  doubt, 
if  such  regarde  of  our  English  speeche  and  curious  handling  of  our  verse 

1  Myrick,  Sir  Philip  Sidney. 


THEORIES  OF  THE  EPIC  191 

had  beene  long  since  thought  upon,  and  from  time  to  time  been  pollished 
and  bettered  by  men  of  learning,  judgement,  and  authority,  it  would  ere 
this  have  matched  them  in  all  respects.2 

The  heroic  poem  is  placed  even  above  tragedy  and  given  the  posi- 
tion of  the  highest  poetic  form.  It  is  considered  worthy  of  this  position, 
because  in  itself  it  contains  all  other  poetry.  Webbe  speaks  of  epics 
as  being  "the  summe  and  grounde  of  all  Poetrie"  and  "verelie  and 
incomparably  the  best  of  all  other."3  Sidney  feels  that  the  very  men- 
tion of  the  exalted  name  of  heroic  poetry  "should  daunt  all  back- 
biters" and  holds  it  as  the  greatest  of  literary  forms.  He  writes:  "If 
any  thing  be  already  sayd  in  the  defence  of  sweete  Poetry,  all  con- 
curred! to  the  maintaining  of  the  Heroicall,  which  is  not  onely  a 
kinde,  but  the  best  and  most  accomplished  kinde  of  Poetry."4  So 
accepted  is  the  position  of  the  epic  in  England  that  Thomas  Campion 
can  refer  to  its  pre-eminence  as  a  matter  of  common  knowledge.  He 
says  in  the  preface  to  his  Book  of  Ayres:  "Nevertheless,  as  in  poesy, 
we  give  pre-eminence  to  the  Heroical  Poem;  so  in  music,  we  yield 
the  chief  place  to  the  grave  and  well  invented  Motet."5 

Like  tragedy,  the  epic  is  considered  a  highly  aristocratic  literary 
form,  and  it  is  required  that  the  heroes  be  princes  and  kings  and  that 
the  subject  matter  consist  of  affairs  of  state,  battles,  and  heroic  deeds. 
William  Webbe  begins  his  discussion  of  the  epic  thus: 

Nowe  will  I  speake  somewhat  of  that  princelie  part  of  Poetrie,  wherein  are 
displaied  the  noble  actes  and  valiant  exploits  of  puissaunt  Captaines,  expert 
souldiers,  wise  men,  with  the  famous  reportes  of  auncient  times,  such  as  are 
the  Heroycall  workes  of  Homer  in  Greeke  and  the  heavenly  verse  of  Virgils 
Aeneidos  in  Latine.6 

Puttenham,  also,  considers  the  epic  a  "princelie"  kind  of  poetry  and 
emphasizes  the  fact  that  the  epic  deals  with  matters  of  state,  the 
concerns  of  the  princely  class,  and  has  characters  of  the  highest  rank. 
Speaking  of  epic  poets,  he  writes: 

Such  therefore  as  gave  themselves  to  write  long  histories  of  the  noble  gests 
of  kings  and  great  Princes  entermedling  the  dealings  of  the  Gods,  halfe  Gods, 

2  Webbe,  Of  English  Poetry,  in  Smith,  I,  255-256.      s  Ibid.,  I,  255. 

4  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  179. 

6  Campion,  "Preface  to  the  Reader,"  in  his  First  Book  of  Ayres  in  Songs  and  Masques,  p.  5. 

6  Webbe,  Of  English  Poetry,  in  Smith,  I,  255. 
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or  Heroes  of  the  gentiles,  &  the  great  &  waighty  consequences  of  peace  and 
warre,  they  called  Poets  Heroick,  whereof  Homer  was  chief  and  most  auncient 
among  the  Greeks,  Virgill  among  the  Latines.7 

Sir  Philip  Sidney,  in  speaking  of  the  adventures  of  Aeneas,  gives 
an  acceptable  list  of  the  matter  of  the  epic  as  he  conceives  it.  The 
epic  shows  how  the  hero  "in  storms,  howe  in  sports,  howe  in  warre, 
howe  in  peace,  how  a  fugitive,  how  victorious,  how  besiedged,  how 
besiedging,  howe  to  strangers,  howe  to  allyes,  howe  to  enemies,  howe 
to  his  owne;  lastly,  how  in  his  inward  selfe,  and  how  in  his  outward 
government."8  In  other  words,  the  actions  of  the  hero  are  those  of  a 
warrior  prince  and  are  the  type  that  would  most  greatly  interest  an 
aristocratic  reader  like  Philip  Sidney,  who  needs  not  an  overactive 
imagination  to  picture  himself  in  the  role  of  the  hero. 

As  Sir  John  Harington  says,  "Aristotle  and  the  best  censurers  of 
Poesie  would  have  the  Epopeia,  that  is  the  heroicall  Poem,  should 
ground  on  some  historie,  and  take  some  short  time  in  the  same  to 
bewtifie  with  his  Poetrie."9  Harington  solemnly  repeats  this  rule 
without  explaining  it.  Indeed,  in  common  with  most  Renaissance 
critics,  he  would  have  felt,  given  the  name  of  Aristotle,  an  explana- 
tion unnecessary,  if  not  impertinent.  However,  George  Puttenham 
is  more  curious  and  attempts  to  explain  why  the  epic  has  a  back- 
ground of  history.  He  links  this  historical  setting  with  the  high  birth 
of  the  hero,  feeling  that  they  are  interdependent.  He  says: 

Now  because  the  actions  of  meane  &  base  personages  tend  in  very  few  cases 
to  any  great  good  example;  for  who  passeth  to  follow  the  steps  and  maner  of 
life  of  a  craftes  man,  shepheard,  or  sailer,  though  he  were  his  father  or 
dearest  friend?  yea  how  almost  is  it  possible  that  such  maner  of  men  should 
be  of  any  vertue  other  than  their  profession  requireth?  therefore  was  nothing 
committed  to  historie  but  matters  of  great  and  excellent  persons  &  things, 
that  the  same  by  irritation  of  good  courages  (such  as  emulation  causeth) 
might  worke  more  effectually.10 

Surely,  the  aristocratic  character  of  this  utterance  needs  no  under- 
lining. 

7  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  26. 

8  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  180. 

9  Harington,  Preface  to  Orlando  furioso,  in  Smith,  II,  216. 

10  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  43. 
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The  epic,  as  we  have  seen,  demanded  a  princely  hero  performing 
acts  worthy  of  the  aristocratic  ideal.  Needless  to  say,  the  Renaissance 
critic  saw  that  decorum  had  to  be  kept  by  clothing  the  action  of  the 
poem  in  fitting  language.  Properly  enough,  it  is  a  king  who  makes  a 
direct  relationship  between  action  and  style.  James  I  writes:  "For 
the  descriptioun  of  Heroique  actis,  Martiall  and  knichtly  faittis  of 
armes,  use  this  kynde  of  verse  .  .  .  callit  Heroically  ll  Puttenham 
points  out  that  the  hexameter  has  been  considered  the  most  fitting 
measure  for  the  long  historical  poem,  saying  that  it  was  "for  his 
gravitie  and  stateliness  most  allowable,"  as  "an  higher  stile  fit  for 
his  subject."  n  In  another  section  of  his  work,  Puttenham  speaks  of 
the  meter  of  ten  syllables  as  "very  stately  and  Heroicall."  He  also 
mentions  the  Alexandrine  as  fit  for  "grave  and  stately  matters."  We 
notice  that  the  adjectives  used,  "grave,  stately,  heroicall,"  connote 
aristocracy.  Thus,  the  meter  is  supposed  to  intensify  the  princely 
tone  of  the  heroical  poem. 

When  the  critics  discuss  the  purpose  of  the  epic  poem  we  should 
expect,  if  they  are  consistent,  that  it  would  in  some  way  be  connected 
with  the  needs  of  an  aristocratic  society.  In  this  we  are  not  disap- 
pointed. Edmund  Spenser,  whose  Fairie  Queene  was,  in  his  own  esti- 
mation, an  epic,  writes  thus  of  the  purpose  of  his  poem: 

The  generall  end  therefore  of  all  the  booke  is  to  fashion  a  gentleman  or 
noble  person  in  vertuous  and  gentle  discipline:  Which  for  that  I  conceived 
shoulde  be  most  plausible  and  pleasing,  being  colored  with  an  historicall 
fiction,  the  which  the  most  part  of  men  delight  to  read,  rather  for  variety 
of  matter,  then  for  profite  of  the  ensample,  I  chose  the  historye  of  King 
Arthure,  as  most  fitte  for  the  excellency  of  his  person,  being  made  famous 
by  many  mens  former  workes,  and  also  furthest  from  the  daunger  of  envy, 
and  suspition  of  present  time.  In  which  I  have  followed  all  the  antique  poets 
historicall.13 

In  other  words,  the  purpose  of  the  historical  poem,  like  that  of  the 
courtier's  courtesy  book,  is  to  "fashion  a  gentleman  or  noble  person 
in  vertuous  and  gentle  discipline."   Spenser's  statement  leaves  no 

11  Ane  Schort  Treatise,  in  Smith,  I,  222. 

12  The  Arte  of  English  Poesie,  in  Smith,  II,  43. 

13  Letter  to  Sir  Walter  Raleigh  on  the  Fairie  Queene.  For  parallels  see  Heroic  poem  in 
Italy  and  France  in  this  book. 
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doubt  as  to  the  aristocratic  purpose  of  the  epic  poet  of  the  Renais- 
sance. Sir  John  Harington  asks  "what  better  and  more  meete  studie 
is  there  for  a  young  man  than  Poetrie?  specially  Heroicall  Poesie, 
that  with  her  sweet  stateliness  doth  erect  the  mind  and  lift  it  up  to 
the  consideration  of  the  highest  matters."14 

The  reading  of  heroic  poems  has  inspired  the  conquests  of  the 
great  captains  of  history,  according  to  Peacham  in  his  Compleat 
Gentleman.  No  wonder  the  epic  is  the  most  admired  of  Renaissance 
forms,  since  it  teaches  the  princes  and  soldiers  of  the  world  the  true 
meaning  of  glory  and  inspires  in  them  the  spirit  necessary  to  great 
feats  of  arms.  Peacham  writes: 

Alexander  by  the  reading  of  Homer  was  especially  mooved  to  goe  thorow  with 
his  conquests.  .  .  .  What  other  thing  gave  an  edge  to  the  valour  of  our  ancient 
Britons,  but  their  Bardes  .  .  .  recording  in  verse  the  brave  exploits  of  their  na- 
tion, and  singing  the  fame  unto  their  Harps  at  their  publike  feasts  and  meet- 
ings. .  .  .  Hence  hath  poetry  never  wanted  her  Patrones,  and  even  the 
greatest  Monarchies  and  Princes,  as  well  Christian  as  Heathen,  have  exer- 
cised their  invention  herein. 15 

Sir  Philip  Sidney,  too,  looks  upon  heroica!  poetry  as  a  method  of 
inculcating  the  aristocratic  virtues  in  the  noble  reader.  He  speaks  of 
this  kind  of  poetry  as  that  which: 

doth  not  onely  teach  and  move  to  a  truth,  but  teacheth  and  mooveth  to  the 
most  high  and  excellent  truth;  who  maketh  magnanimity  and  justice  shine 
throughout  all  misty  fearefulnes  and  foggy  desires.  .  .  .  For  as  the  image  of 
each  action  styrreth  and  instructeth  the  mind,  so  the  loftie  image  of  such 
Worthies  most  inflameth  the  mind  with  desire  to  be  worthy,  and  informes 
with  counsel  how  to  be  worthy.16 

So  Harington  and  Sidney,  as  well  as  Spenser,  believe  that  the  pur- 
pose of  the  epic  poem  is  to  "fashion  the  gentleman." 

Looking  back  over  what  we  have  said  about  the  epic  poem,  we 
can  see  that  to  the  Elizabethan  literary  critic  it  is  the  highest  and 
most  aristocratic  form  of  poetry,  clothed  in  stately  verse;  whose  hero, 
a  prince  or  nobleman,  engages  in  heroic  and  knightly  deeds  in  order 

14  Preface  to  Orlando  furioso,  in  Smith,  II,  198. 
16  H.  Peacham,  The  Compleat  Gentleman,  p.  81. 
16  Sidney,  An  Apology  for  Poetry,  in  Smith,  I,  179. 
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to  illustrate  the  virtues  and  obligations  of  the  aristocratic  soldier  of 
the  Renaissance. 

That  contemporary  poets  followed  these  dictates  in  composing 
their  heroic  poems  can  be  seen  from  the  Fairie  Queene.  No  better 
example  of  a  Renaissance  heroic  poet  conscious  of  the  purpose  of  his 
form  can  be  found  than  Edmund  Spenser.  An  examination  of  the 
Fairie  Qiieene  shows  that  throughout  the  work,  in  his  exposition  of  the 
gentlemanly  virtues  and  in  his  illustrations  of  the  proper  action  of 
the  knight  in  various  situations,  he  keeps  his  avowed  purpose  of 
"fashioning  a  gentleman"  foremost  in  his  mind.  "In  that  Faery 
Queene,"  he  writes,  "I  meane  glory."  Glory  is  the  theme  of  the 
heroic  poem  and  in  itself  it  contains  all  of  the  other  virtues.  For 
instance,  the  virtue  of  Temperance  personified  in  Sir  Guyon  is  also 
the  pathway  to  knightly  glory.  The  house  of  Temperance  episode  is 
the  prelude  to  the  victories  over  Maleger  and  Acrasia.  In  the  Meaning 
of  Spenser's  Fairyland,  Isabel  Rathborne  comes  to  the  conclusion  that 
Spenser's  fairyland  is  the  country  of  earthly  glory.  She  summarizes 
her  position  thus:  "May  not  this  'earth'  be  Spenser's  Fairyland,  a 
mythical  land  of  fame  where  departed  heroes,  the  ancestors  of  his 
royal  and  noble  patrons,  enjoy  an  extended,  if  not  an  immortal  life, 
closely  resembling  their  heroic  lives  on  earth?" 17 

Spenser  conceives  of  glory  not  only  in  this  sense  but  also  as  "the 
most  excellent  and  glorious  person  of  our  soveraine  Queene"  and  here, 
too,  he  is  true  in  his  conception  of  the  function  of  an  heroic  poem. 
To  praise  his  prince  is  one  of  the  aims  of  the  Faerie  Qiieene.  The  queen 
is  the  magnetic  pole  around  which  the  poets'  monarchical  and  na- 
tionalistic sentiments  cluster.  Spenser  at  times  declares  that  it  is  espe- 
cially for  Elizabeth's  ears  that  his  song  is  tuned.  He  speaks  of  those 
whose  hearts  have  not  felt  love,  but  adds: 

To  such  therefore  I  do  not  sing  at  all, 
But  to  that  sacred  Saint  my  soveraigne  Queene, 
In  whose  chast  breast  all  bountie  naturall, 
And  treasures  of  true  love  enlocked  beene, 
Bove  all  her  sexe  that  ever  yet  was  seene; 
To  her  I  sing  of  love,  that  loveth  best, 

17  Rathborne,  The  Meaning  of  Spenser 's  Fairyland,  p.  143. 
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And  best  is  lov'd  of  all  alive  I  weene: 
To  her  this  song  most  fitly  is  addrest, 
The  Queene  of  love,  and  Prince  of  peace  from  heaven  blest.18 

The  Fairie  Queene  is,  then,  an  epic,  in  the  Renaissance  sense  of  the 
term,  and  embodies  in  itself  the  critical  requisites  considered  neces- 
sary for  this  genre. 

18  Spenser,  Fairie  Queene,  Book  IV,  Proem,  st.  iv. 
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N  the  third  canto  of  the  fifth  book  of  the  Fairie  Queene 
there  were  two  Florimells:  the  true,  and  the  so-called 
"snowy"  Florimell,  a  false  image  of  the  true  and  beauti- 
ful Florimell.  When  the  false  or  "snowy"  Florimell  was 
shown  to  the  people  assembled  to  watch  a  tournament: 

With  great  amazement  they  were  stupefide; 
And  said,  that  surely  Florimell  it  was, 
Or  if  it  were  not  Florimell  so  tride, 
That  Florimell  her  selfe  she  then  did  pas. 
So  feeble  skill  of  perfect  things  the  vulgar  has.1 

The  people,  says  Spenser,  cannot  distinguish  false  art  from  true 
and  become  enraptured  with  the  mere  show  of  any  false  image  that 
is  placed  before  them.  But  later  in  the  story,  the  noble  knight,  Arte- 
gall,  no  sooner  sees  the  snowy  Florimell,  than  he  knows  that  it  is  not 
the  real  lady.  He  calls  for  the  real  Florimell,  and  when  she  and  the 
snowy  one  are  placed  side  by  side,  the  false  Florimell  melts  away. 
The  aristocrat  is  able  to  discern  true  beauty  from  the  false  show;  the 
people  are  not.  Spenser's  attitude  toward  the  artistic  judgment  of  the 
masses  is  typical  of  the  critics  and  poets  of  his  day.  In  the  Teares  of  the 
Muses,  in  speaking  of  the  poetry  of  love,  he  points  out  that  the  people 
can  neither  experience  that  aristocratic  passion  nor  understand  the 
poetry  it  inspires: 

Such  high  conceipt  of  that  celestiall  fire, 

The  base-borne  brood  of  blindnes  cannot  gesse, 

Ne  ever  dare  their  dunghill  thoughts  aspire 

Unto  so  loftie  pitch  of  perfectnesse, 

But  rime  at  riot,  and  doo  rage  in  love; 

Yet  little  wote  what  doth  thereto  behove.2 

Horace's  famous  maxim,  odi  profanum  vulgus,  finds  echoes  in  Eliza- 
bethan criticism.  Among  the  "cannons"  of  poetry  William  Webbe 
thinks  fit  to  annex  to  his  treatise  Of  English  Poetry  is  this  one:  "The 
common  peoples  judgements  of  Poets  is  seldome  true,  and  therefore 

1  Faerie  Queene,  Book  V,  canto  iii,  St.  17.     2  Teares  of  the  Muses,  lines  391-396. 
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not  to  be  sought  after."3  The  lower  classes  can  neither  produce  nor 
appreciate  good  poetry.  In  Spenser's  Teares  of  the  Muses,  Polyhymnia, 
while  saying  that  the  queen  and  a  select  circle  can  appreciate  sacred 
poetry,  adds: 

But  all  the  rest  as  borne  of  salvage  brood, 
And  having  beene  with  Acorns  alwaies  fed, 
Can  no  whit  favour  this  celestiall  food, 
But  with  base  thoughts  are  into  blindnesse  led, 
And  kept  from  looking  on  the  lightsome  day: 
For  whome  I  waile  and  weepe  all  that  I  may.4 

The  "acorns"  with  which  the  people  are  fed  are  the  poems  and 
ballads  of  the  poets  popular  with  the  multitude.  A  class  of  poets 
cater  to  the  people: 

They  to  the  vulgar  sort  now  pipe  and  sing, 
And  make  them  merrie  with  their  fooleries, 
They  cherelie  chaunt  and  rymes  at  random  fling, 
The  fruitfull  spawne  of  their  ranke  fantasies: 
They  feede  the  eares  of  fooles  with  flattery, 
And  good  men  blame,  and  losels  magnify: 
All  places  they  doo  with  their  toyes  possesse, 
And  raigne  in  liking  of  the  multitude.5 

Criticism  of  the  popular  poets  and  the  crowd  of  rude  pamphleteers 
is  an  ever-recurrent  note  in  Elizabethan  writing.  In  appealing  for  and 
defending  "poetry"  the  critics  are  careful  not  to  identify  their  cause 
with  the  rhymes  of  the  ballad  mongers.  The  popular  poets  are  un- 
learned blockheads.  "Good  God,"  says  Richard  Stanyhurst: 

what  a  frye  of  such  wooden  rythmours  dooth  swarme  in  stacioners  shops,  who 
neaver  enstructed  in  any  grammar  schoole,  not  atayning  to  thee  paringes 
of  thee  Latin  or  Greeke  tongue,  yeet  lyke  blynde  bayards  rush  on  forward, 
fostring  theyre  vayne  conceites  wyth  such  overweening  silly  follyes,  as  they 
reck  not  to  bee  condemned  of  thee  learned  for  ignorant,  so  they  bee  com- 
mended of  thee  ignorant  for  learned.6 

The  critics  vie  with  each  other  in  thinking  up  insulting  epithets 

3  Of  English  Poetry,  in  Smith,  I,  298.      4  Teares  of  the  Muses,  11.  589-593. 
6  Ibid.,  11.  319-326.      6  Dedication  to  the  Aeneid  (1582),  in  Smith,  I,  141. 
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for  the  popular  poets.  For  Stanyhurst  they  are  "doltish  coystrels";7 
for  Webbe  they  are  a  "rabble  of  ryming  Ballet  makers  and  compylers 
of  sencelesse  sonnets,"8  they  are  "pottical,  poetical  (I  should  say) 
heades"9  and  they  can  be  termed  but  "rude  smatterers  and  barbarous 
immitatours" ; :  °  and  for  Nash  they  are  "unlearned  Idiots"  and 
"brainless  Bussards."11  E.K.  coins  an  epithet  that  becomes  a  favorite 
one  when  he  calls  the  street  poets  that  "rakehellye  route  of  our 
ragged  rymers." 12  The  epithets  showered  upon  the  productions  of 
these  poetasters  are  equally  harsh.  Their  writings  are  called  "bal- 
ducktoom  ballads,"13  "grosse  devises  and  unlearned  Pamphlets,"14 
"a  chaos  of  sentences  without  any  profitable  sence,"15  "Alehouse 
song[s]  of  five  or  sixe  score  verses,  hobbling  uppon  some  tune  of  a 
Northern  Jygge,  or  Robyn  hoode,  or  La  lubber,  etc.,"16  and  the 
like.  These  outbursts  of  aristocratic  scorn  for  the  rude  productions 
of  the  popular  rhymer  are  part  of  the  larger  credo  of  odi  prqfanum 
vulgus  held  by  the  critics.  A  dichotomy  is  made  between  "popular" 
and  "learned"  or  "courtly"  art.  Most  of  the  critics  pay  no  attention 
to  the  former  save  to  condemn  it,  but  Puttenham  tells  the  poet  that 
the  skillful  artist  can  play  on  both  sides  if  he  wants  to.  According  to 
this  critic,  the  poet  forms  his  verse  with  an  eye  to  the  audience  it 
will  be  read  or  heard  by.  Speaking  of  the  distance  between  concords 
in  the  canzoni,  Puttenham  writes: 

And  all  that  can  be  objected  against  this  wide  distance  is  to  say  that  the  eare 
by  loosing  his  concord  is  not  satisfied.  So  is  in  deede  the  rude  and  popular 
eare,  but  not  the  learned;  and  therefore  the  Poet  must  know  to  whose  eare 
he  maketh  his  rime,  and  accommodate  himselfe  thereto,  and  not  give  such 
musicke  to  the  rude  and  barbarous,  as  he  would  to  the  learned  and  delicate 
eare.17 

The  ear  of  the  aristocrat  is  fine  enough  to  catch  the  tinkle  of  a 
rhyme  several  lines  off,  the  ear  of  the  citizen  isn't.  Seemingly  the  test 
of  popular  verse  is  the  shortness  of  the  distance  between  the  rhymes; 
the  shorter,  the  more  popular.  Speaking  of  popular  poetry  and  its 
baseness,  Puttenham  says: 

I  Ibid.,  I,  141.      8  Of  English  Poetry,  in  Smith,  I,  246. 
9  Ibid.,  in  Smith,  I,  246.      10  Ibid.,  in  Smith,  I,  229. 

II  Anatomie  of  Absurditie,  in  Smith,  I,  322.      12  Epistle  to  Shepheardes  Calender. 
13  Smith,  I,  141.      14  Ibid.,  I,  246.      15  Ibid.,  I,  322.      16  Ibid.,  I,  246. 

17  The  Arte  of  English  Poesie,  in  Smith,  II,  gi. 
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Such  were  the  rimes  of  Skelton,  usurping  the  name  of  a  Poet  Laureat,  being 
in  deede  but  a  rude  rayling  rimer  &  all  his  doings  ridiculous:  he  used  both 
short  distaunces  and  short  measures,  pleasing  onely  the  popular  eare:  in  our 
courtly  maker  we  banish  them  utterly.18 

Puttenham's  position  is  that  over-frequent  rhyming  is  common, 
but  he  does  not  go  so  far  as  to  advocate  its  abolishment.  However, 
a  fairly  large  group  goes  beyond  Puttenham  and  reduces  his  position 
to  its  logical  end  by  asking  for  English  verse  untainted  by  rhyme. 
Ascham  is  one  of  the  first  to  desire  that  English  verse  follow  the 
rhymeless  pattern  of  the  Greek  and  Latin.  He  claims  that  rhyme  was 
unknown  among  civilized  people  and  was  first  brought  into  Italy  by 
"Gothes"  and  "Hunnes"  and  thence  into  France  and  England, 
where  the  men  were  still  unlearned: 

But  now,  when  men  know  the  difference,  and  have  the  examples,  both  of 
the  best  and  of  the  worst,  surelie  to  follow  rather  the  Gothes  in  Ryming  than 
the  GreeKes  in  trew  versifying  were  even  to  eate  ackornes  with  swyne,  when 
we  may  freely  eate  wheate  bread  emonges  men.19 

William  Webbe  joins  the  contempt  for  popular  poetry  with  a 
Protestant  bias  against  Catholicism,  and  blending  the  two  arrives  at 
a  condemnation  of  rhyme.  He  speaks  of  "this  tynkerly  verse  which 
we  call  ryme"20  and  credits  the  monks  with  the  invention  of  this 
"brutish  Poetrie."  Puttenham  hints  that  rhyme  and  popery  are  con- 
nected and  calls  rhyme  "the  idle  invention  of  Monasticall  men,"21 
and  says,  "Thus  what  in  writing  of  rymes  and  registring  of  lyes  was 
the  Clergy  of  that  fabulous  age  wholly  occupied."22 

Although  anti-Catholic  feeling  does  enter  in  to  influence  the  writers 

18  Ibid.,  II,  87-88.  C.  R.  Baskervill  explains  that  the  interest  of  the  upper-class  poets 
in  the  ballad  had  waned  by  1580  and  that  the  "defenders  of  poetic  art  declared  that  the 
only  legitimate  ground  for  objection  lay  in  the  abuse  of  poetry,  and  singled  out  the  popular 
rymes  of  untrained  men,  especially  the  balladmakers,  as  the  cause  of  poor  esteem  in 
which  poetry  was  held.  From  this  time  on,  'ballad'  was  regarded  as  a  term  of  contempt," 
The  Elizabethan  Jig,  p.  3 1 .  For  further  material  on  the  social  rank  of  balladmakers  see 
Bush,  Mythology  and  the  Renaissance  Tradition,  p.  58;  L.  B.  Wright,  Middle-class  Culture  in 
Elizabethan  England,  pp.  9,2  ff.,  418;  and  Sheavyn,  The  Literary  Profession  in  the  Elizabethan 
Age,  p.  142. 

19  The  Scholemaster,  in  Smith,  I,  30.  We  have  come  across  this  metaphor  of  acorns  before 
(see  my  chapter  on  the  language  in  Italy).  The  basis  of  the  figure  is  probably  the  conven- 
tional reference  in  classical  literature  to  acorns  as  the  food  of  primitive  man.  It  can  be 
found  in  Lucretius,  in  Virgil's  Georgics,  and,  especially,  in  Ovid's  Metamorphoses  i.  106. 

20  Ibid.,  In  Smith,  I,  240.     21  Of  English  Poetry,  in  Smith,  II,  14. 
22  The  Arte  of  English  Poesie,  in  Smith,  II,  15. 
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against  rhyme,  the  greater  part  of  the  argument  is  based  on  social 
snobbishness.  Ascham  frankly  advocates  the  introduction  of  classical 
quantity  in  order,  among  other  things,  to  keep  the  ignorant  lower- 
class  rhymers  from  usurping  the  title  of  poet.  If  verses  had  to  have 
true  quantity, 

surelie  than  rash  ignorant  heads,  which  now  can  easely  recken  up  fourten 
sillabes,  and  easelie  stumble  on  every  Ryme,  either  durst  not,  for  lacke  of 
such  learnyng,  or  els  would  not,  in  avoyding  such  labor,  be  so  busie  as  everie 
where  they  be;  and  shoppes  in  London  should  not  be  so  full  of  lewd  and  rude 
rymes,  as  commonlie  they  are.23 

That  such  poets  as  Spenser  and  Campion  could  have  found  them- 
selves on  the  side  of  the  "hexametrists,"  if  only  for  a  time,  is  proof  of 
how  powerful  these  forces  were.  Thomas  Campion,  forgetting  his 
own  lovely  "rimes,"  attacks  in  his  On  English  Verse  the  use  of  rhyme 
as  barbarous  and  base: 

What  Devine  in  his  Sermon,  or  grave  Counsellor  in  his  oration  will  alleage 
the  testimony  of  a  rime? 

Yet,  he  points  out,  the  divinity  of  the  Romans  and  Greeks  was  all 
written  in  verse.  Rhyming  is  essentially  undignified.  "Is  there  not  a 
curse  of  Nature  laid  upon  such  rude  Poesie,"  he  demands,  "when  the 
Writer  [does  he  here  include  himself?]  is  asham'd  of  it,  and  the 
hearers  in  contempt  call  it  Riming  and  Ballating?"24 

A  movement  such  as  that  of  the  "hexametrists"  does  not  come 
into  being  without  some  reason.  We  are,  today,  so  interested  in  the 
broadside  ballad,  because  of  the  work  of  such  men  as  Sir  Charles 
Firth  and  Hyder  E.  Rollins,  that  we  tend  to  forget  that  to  the  cultured 
man  of  Elizabethan  England  they  were  as  shocking  an  exhibition  of 
bad  taste  as  are  the  pulp  magazines  to  the  educated  man  of  today. 
That  many  of  the  ballads  are  bad  poetry  is  so  obvious  that  we  need 
not  elaborate  the  fact.  It  is  nevertheless  true,  I  believe,  that  much 
of  the  scorn  poured  forth  on  the  balladmakers  sprang  from  the  con- 
ception that  poetry  was  the  province  of  the  elite  and  that  the  popular 
poets  profaned  the  social  art.25  The  one  hope  seemed  to  lie  in  making 

23  The  Scholemaster,  in  Smith,  I,  31. 

24  On  English  Verse,  in  Smith,  II,  332. 

25  Wright,  Middle-class  Culture  in  Elizabethan  England,  pp.  91  ff. 
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the  art  of  poetry  so  difficult  that  only  the  learned  poet  could  attain  to 
it,  and  this  was  what  the  hexametrists  aimed  at. 

The  attempt  of  these  men  to  reduce  English  versifying  to  the 
Latin  quantities  is  not  the  first  time  that  theory  has  parted  from  sure 
and  good  taste.  It  is  interesting  to  us,  however,  as  one  of  the  extreme 
examples  of  how  a  form  of  snobbishness  can  become  converted  into 
an  aesthetic. 


England 

OPPOSITION  TO 

THE  MEDIEVAL  ROMANCES 


VERY  age  that  is  conscious  of  itself  as  an  age  attempts 
some  evaluation  of  the  past.  Renaissance  English  critics 
attempt  this  evaluation  in  discussing  the  medieval 
romances,  the  most  considerable  bulk  of  literature  of 
their  forefathers  known  to  them.  Usually  the  moralist 
in  attacking  present  vices  instances  the  blessings  of  the  good  old  days, 
but  in  England  of  the  Renaissance  the  present  is  Protestant,  and  the 
past  is  popish.  This  makes  a  difference.  The  result  is  that  the  moralists 
lose  one  of  their  biggest  pieces  of  artillery,  for  they,  themselves,  being 
strongly  Protestant  and  anti-Catholic,  are  "modernists."  Those  who, 
like  Gosson,  attack  modern  poetry  must  identify  poetry  with  the 
"monkish  tales"  of  Catholic  England  by  linking  the  medieval  romances 
of  the  past  with  the  new  Italian  literary  forces  which  are  renewing 
English  poetry.  Both,  says  the  Protestant  moralist,  are  papist  and 
un-English.  Even  those  who  are  not,  like  Gosson,  against  poetry  per  se 
find  it  difficult  to  reconcile  their  Protestant  consciences  with  "Catholic" 
literature.  It  is  interesting  to  note  that  Ascham,  who  can  say  that 
"Mo  Papistes  be  made  by  your  mery  bookes  of  Italie  than  by  your 
earnest  bookes  of  Lovain,"  identifies  the  old  literature  of  England 
with  the  literature  of  Italy  as  the  double-edged  weapon  which  is  used 
against  Protestant  England.  In  the  Scholemaster  (1570)  he  writes: 

And  so  the  readiest  way  to  entangle  the  mynde  with  false  doctrine  is  first 
to  intice  the  will  to  wanton  livyng.  Therfore,  when  the  busie  and  open 
Papistes  abroad  could  not,  by  their  contentious  bookes,  turne  men  in  Eng- 
land fast  enough  from  troth  and  right  judgement  in  doctrine,  than  the  sutle 
and  secrete  Papistes  at  home  procured  bawdie  bookes  to  be  translated  out 
of  the  Italian  tonge,  whereby  over  many  yong  willes  and  wittes  allured  to 
wantonnes  do  now  boldly  contemne  all  severe  bookes  that  sounde  to  honestie 
and  godlines.  In  our  forefathers  tyme,  whan  Papistrie,  as  a  standying  poole, 
covered  and  overflowed  all  England,  fewe  bookes  were  read  in  our  tong, 
savying  certaine  bookes  of  Chevalrie,  as  they  sayd,  for  pastime  and  pleasure, 
which,  as  some  say,  were  made  in  Monasteries,  by  idle  Monkes  or  wanton 
Chanons:  as  one  for  example,  Morte  Arthur e;  the  whole  pleasure  of  which 
booke  standeth  in  two  speciall  poyntes,  in  open  mans  slaughter  and  bold 
bawdrye:  In  which  booke  those  be  counted  the  noblest  Knightes  that  do 
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kill  most  men  without  any  quarell,  and  commit  fowlest  aduoulteres  by  sutlest 
shiftes;  as  Sir  Launcelote,  with  the  wife  of  king  Arthure,  his  master:  Syr  Tristram, 
with  the  wife  of  kyng  Mar  fee,  his  uncle:  Syr  Lamer  ocke,  with  the  wife  of  king 
Lote,  that  was  his  own  aunte.1 

Ascham  makes  no  exception  in  his  blanket  condemnation  of  papist 
works.  Even  Chaucer  is  linked  with  the  "wicked"  Petrarch  and 
Ariosto.  Ascham  finds  the  defenders  of  rhyme  ignorant  and  probably 
papist,  since  he  addresses  them  thus: 

And  you  that  be  able  to  understand  no  more  then  ye  finde  in  the  Italian 
tong,  and  never  went  farder  than  the  schole  of  Petrarke  and  Ariostus  abroad, 
or  els  of  Chaucer  at  home,  though  you  have  pleasure  to  wander  blindlie  still 
in  your  foule  wrong  way,  envie  not  others  that  seeke,  as  wise  men  have  done 
before  them,  the  fairest  and  rightest  way.  .  .  .2 

Although  it  would  be  dangerous  to  make  a  flat  statement,  it  seems 
at  least  possible  that  part  of  the  antipathy  to  the  romances  which  is 
felt  by  such  middle-class  writers  as  Gosson  has  an  element  of  class 
antagonism.  To  some  sections  of  the  growing  middle  class  the  stories 
of  knights  and  ladies  must  have  been  unpleasantly  alien  in  culture. 
The  censure  of  the  romances  is  not  limited  to,  such  Puritans  as  Gosson 
and  Ascham,  however,  and  seems  to  have  been  fairly  general.  In  his 
chapter  on  the  choice  of  books,  in  his  Palladis  Tamia,  Francis  Meres 
declares  of  those  "to  be  censured  of"  as  follows: 

As  the  Lord  de  la  Noue  in  the  sixt  Discourse  of  his  Politike  and  Military 
Discourses  censureth  of  the  bookes  of  Amadis  de  Gaul,  which,  he  saith,  are  no 
lesse  hurtfull  to  youth  than  the  workes  of  Machiavell  to  age:  so  these  bookes 
are  accordingly  to  be  censured  of  whose  names  follow — Bevis  of  Hampton, 
Guy  of  Warwicke,  Arthur  of  the  Round  Table,  Huon  of  Burdeaux,  Oliver  of  the 
Castle,  the  Foure  Sonnes  of  Amyon,  Gargantua,  Gireleon,  The  Honour  of  Chivalrie, 
Primaleon  of  Greece,  Palermin  de  Oliva,  The  J  Champions,  The  Myrror  of  Knight- 
hood, Blancherdine,  Mervin,  Howleglasse,  The  Stories  of  Palladyne  and  Palmendos, 
The  Blacke  Knight,  The  Maiden  Knight,  The  History  of  Ccelestina,  The  Castle 
of  Fame,  Gallian  of  France,  Ornatus  and  Artesia,  &c.3 

The  "books  to  be  censured  of"  is  among  other  things  a  fairly  com- 
plete list  of  those  medieval  romances  which  were  still  popular  in  the 
time  of  Queen  Elizabeth.  Certainly  no  one  could  have  accused  the 

1  The  Scholemaster ,  in  Smith,  I,  3-4.     2  Ibid.,  in  Smith,  I,  33. 
3  Palladis  Tamia,  in  Smith,  II,  308-309. 
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courtier  Puttenham  of  being  either  middle  class  or  a  Puritan,  yet  he, 
too,  condemns  the  old  romances.  He  speaks  with  contempt  of  the 

taverne  minstrels  that  give  a  fit  of  mirth  for  a  groat,  &  their  matters  being 
for  the  most  part  stories  of  old  time,  as  the  tale  of  Sir  Topas,  the  reportes  of 
Bevis  of  Southampton,  Guy  of  Warwicke,  Adam  Bell,  and  Clymme  of  the  Clough, 
&  such  other  old  Romances  or  historicall  rimes,  made  purposely  for  recrea- 
tion of  the  common  people  at  Christmasse  diners  &  brideales,  and  in  tavernes 
&  alehouses,  and  such  other  places  of  base  resort. 4 

Notice,  that  for  the  courtier  Puttenham  the  moral  and  religious  as- 
pects go  unheeded.  He  objects  to  the  romances  because  they  are  the 
literature,  now,  of  the  masses.  The  mild  scorn  of  Puttenham  toward 
the  taste  of  the  lower  classes  is  replaced  by  later  aristocratic  writers 
with  burning  contempt.  After  the  death  of  Elizabeth  the  class  an- 
tagonisms which  have  hitherto  been  restrained  burst  forth  in  the 
reign  of  James.  As  the  forces  which  are  to  make  for  open  warfare  in 
1642  gather  momentum,  this  class  feeling  becomes  progressively 
stronger.  One  of  the  most  complete  expressions  of  the  aristocratic 
attitude  toward  the  tradesman  is  to  be  found  in  Beaumont  and 
Fletcher's  Knight  of  the  Burning  Pestle  (1607-16 10).  This  play  is  a. 
brilliant  and  amusing  satire  on  the  middle-class  taste  for  the  old  ro- 
mances and  the  tradesman's  delight  in  picturing  himself  and  his 
apprentice  as  heroic  figures,  a  taste  which  was  catered  to  in  such 
plays  as  Heywood's  Four  Prentices  of  London.  Beaumont  and  Fletcher's 
play  is  built  around  the  quixotic  adventures  of  Ralph,  the  apprentice 
who  goes  forth  in  search  of  damsels  in  distress,  as  a  "grocer-errant." 
Throughout  its  course,  the  play  laughs  at  middle-class  pretentions 
to  chivalry  and  at  the  old  romances  in  which  the  tradesmen  delight. 
We  have,  then,  the  spectacle  of  several  middle-class  writers  in  the 
early  part  of  this  period  objecting  to  the  old  romances  as  aristocratic, 
while  a  few  decades  later  the  same  romances  are  laughed  at  as  being 
the  pastime  of  the  tradesman  and  his  apprentice.  J.  J.  Jusserand  says 
of  the  romances: 

The  older  Stories  were  reprinted  in  popular  form  with  coarse  cuts  to  charm 
the  common  people,  not  indeed  by  their  merits,  but  on  the  contrary,  by 
their  improbabilities.  .  .  .  Such  readers  .  .  .  were  to  carry  this  taste  to  the 
playhouse,  and  no  one  could  help  .  .  .  taking  it  into  account.5 

4  Arte  of  English  Poesie,  in  Smith,  II,  87. 

5  Jusserand,  A  Literary  History  of  the  English  People,  II,  515. 
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It  is  little  wonder  that  the  poets  resented  the  pressure  of  this  debased 
popular  taste.  Joseph  Hall  mixes  his  scorn  for  these  old  romances 
with  something  which  approaches  nostalgia  when  he  writes  of  the: 

.  .  .  furworne  tales,  that  smothered  lay 

In  chimney  corners,  smoked  with  winter  fires 

To  read  and  rock  asleep  our  drowsy  sires.6 

Although  the  medieval  romances  were  attacked  from  all  sides, 
they  found  defenders  among  the  more  enlightened  critics.  Even 
Puttenham,  though  we  have  quoted  him  against  the  work  of  "abbey- 
lubbers"  and  "wanton  canons"  finds  it  in  his  heart  to  say  a  good 
word  for  some  of  the  old  stories.  After  remarking  that  he,  Puttenham, 
has  written  a  "little  brief  Romance  or  historicall  ditty  in  the  English 
tong";  he  speaks  tenderly  of  the  "old  adventures  &  valiances  of  noble 
knights  in  times  past,  as  are  those  of  King  Arthur  and  his  knights  of 
the  round  table,  Sir  Bevys  of  Southampton,  Guy  of  Warwicke,  and  others 
like."7  It  is  amusing  to  hear  this  from  a  man  who  on  a  page  preceding 
this  by  only  a  few  pages  had  said  "Thus  what  in  writing  of  rymes  and 
registring  of  lyes  was  the  clergy  of  that  fabulous  age  wholly  occupied." 8 

Wilson,  in  his  Art  of  Rhetorike,  is  also  a  defender  of  the  tales  of 
Arthur  and  the  knights  of  the  Round  Table,  which,  he  says,  afford 
a  company  "good  sport."9  It  is  in  Sir  Philip  Sidney's  Apology  for 
Poetry,  though,  that  we  find  the  warmest  defence  of  the  old  romances. 
Although  for  Sidney  the  medieval  period  was  an  "uncivill  age,"  he 
says:  "I  must  confesse  my  own  barbarousnes:  I  never  heard  the  olde 
song  of  Percy  and  Duglas  that  I  found  not  my  heart  mooved  more 
then  with  a  Trumpet;  and  yet  is  it  sung  by  some  blinde  Crouder, 
with  no  rougher  voyce  then  rude  stile."10 

For  the  man  who  was  to  die  at  Zutphen,  the  martial  appeal  of  the 
old  romances  and  ballads  outweighed  the  prejudices  against  "dust 
and  cobwebbes  of  that  uncivill  age."  In  this  case  we  have  the 
warlike  aristocratic  mind  finding  a  bond  of  sympathy  with  the  stories 
which  delighted  his  ancestors.  In  many  respects  the  aristocratic  ideal 
which  Sidney  strives  to  uphold  differs  but  little  from  the  chivalry 
of  the  Table  Round.  Sidney  answers  the  objections  that  poetry  is 
effeminate  by  saying  "Poetrie  is  the  companion  of  the  Campes"  and 

6  Hall,  Virgidemiarum  (London,  1 598),  in  Complete  Poems. 

7  The  Arte  of  English  Poesie,  in  Smith,  II,  44.      8  Ibid.,  in  Smith,  II,  15. 

9  Art  oj  Rhetorike  (1585),  p.  145'      10  An  Apology  for  Poetry,  in  Smith,  I,  178. 
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adding,  "I  dare  undertake,  Orlando  Furioso  or  honest  King  Arthur, 
will  never  displease  a  Souldier."11 

On  the  whole,  such  opinions  as  these  are  few,  and  the  romances 
find  themselves  for  the  most  part  scorned  as  the  rubbish  of  a  half- 
forgotten  age.  Nash  expresses  the  common  opinion  in  his  racy 
vernacular  by  asking: 

What  els  I  pray  you  doe  these  bable  bookemungers  endevor  but  to  repaire 
the  ruinous  wals  of  Venus  Court,  to  restore  to  the  worlde  that  forgotten 
Legendary  licence  of  lying,  to  imitate  a  fresh  the  fantasticall  dreames  of 
those  exiled  Abbie-lubbers,  from  whose  idle-pens  proceeded  those  worne  out 
impressions  of  the  feyned  no  where  acts  of  Arthur  of  the  rounde  table, 
Arthur  of  litle  Brittaine,  Sir  Tristram,  Hewon  of  Burdeaux,  the  Squire  of 
low  degree,  the  foure  sons  of  Amon,  with  infinite  others.12 

This  opinion,  harsh  as  it  is,  is  the  opinion  of  the  era  concurred  in 
by  almost  all  the  critics;  for  to  the  cultured  gentleman-scholar  the 
age  which  preceded  his  own  was  blind  with  crude  superstition  and 
its  literary  productions  were  both  fantastic  and  unartistic  when  meas- 
ured by  the  classical  standards  he  was  beginning  to  accept.  That 
these  productions  were  still  read  and  enjoyed  by  the  lower  classes 
was  an  additional  reason  for  contemning  them. 

11  Ibid.,  in  Smith,  I,  188.      12  Anatomic  of  Absurditie,  in  Smith,  I,  323. 
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DECORUM  AND  THE 

MINOR  GENRES 

ECORUM,  both  as  a  concept  and  as  a  word,  is  met 
with  frequently  in  Renaissance  English  criticism.  It 
may  be  interpreted  in  many  ways  and  is  used  by  the 
critics  in  several  different  senses.  Of  the  various  mean- 
ings, the  present  meaning,  merely  absence  of  the  un- 
seemly, is  least  important.  Puttenham  translates  this  word  "by  a 
scholastical  term  decency:  our  own  Saxon  English  term  is  seemliness." 
This  definition  appears  to  be  close  to  the  modern  meaning,  but  it  is 
not.  An  abstract  definition  is  never  as  important  as  the  use  of  the 
word  in  an  actual  context.  It  is  by  examining  the  term  decorum  in 
many  contexts  that  we  shall  arrive  at  the  sixteenth  century  meaning. 
Here  is  Puttenham  speaking  of  decorum  in  style: 

But  generally,  to  have  the  stile  decent  &  comely,  it  behooveth  the  maker  or 
Poet  to  follow  the  nature  of  his  subject,  that  is  if  his  matter  be  high  and  loftie 
that  the  stile  be  so  to,  if  meane,  the  stile  also  to  be  meane,  if  base,  the  stile 
humble  and  base  accordingly:  and  they  that  do  other  wise  use  it,  applying 
to  meane  matter  hie  and  loftie  stile,  and  to  hie  matters  stile  eyther  meane  or 
base  and  to  the  base  matters  the  meane  or  hie  stile,  do  utterly  disgrace  their 
poesie,  and  shew  themselves  nothing  skilfull  in  their  arte,  nor  having  regard 
to  the  decencie,  which  is  the  chiefe  praise  of  any  writer.  Therefore  to  ridde 
all  lovers  of  learning  from  that  errour,  I  will,  as  neere  as  I  can,  set  downe 
which  matters  be  hie  and  loftie,  which  be  but  meane,  and  which  be  low  and 
base,  to  the  intent  the  stiles  may  be  fashioned  to  the  matters,  and  keepe 
their  decorum  and  good  proportion  in  every  respect. l 

Here,  in  context,  the  meaning  becomes  clearer;  decorum  is  the 
fitting  of  the  style  to  the  subject,  the  lofty  style  to  the  lofty  subject, 
the  mean  to  the  mean,  and  the  base  to  the  base.  Puttenham  realizes 
that  until  the  terms  "base,"  "mean,"  and  "lofty"  are  made  clear  to 
his  readers,  his  vocabulary  will  not  be  understood.  He  therefore  con- 
tinues to  point  out  that  to  a  large  extent  the  height  of  the  style  de- 
pends upon  the  rank  of  the  people  about  whom  the  poet  is  talking. 

In  speaking  or  writing  of  a  Princes  affaires  &  fortunes  there  is  a  certaine 
Decorum,  that  we  may  not  use  the  same  termes  in  their  busines  as  we  might 
1  The  Arte  of  English  Poesie,  in  Smith,  II,  155. 
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very  wel  doe  in  a  meaner  persons,  the  case  being  all  one,  such  reverence  is 
due  to  their  estates.  As  for  example,  if  an  Historiographer  shal  write  of  an 
Emperor  or  King,  how  such  a  day  hee  joyned  battel  with  his  enemie,  and 
being  over-laide  ranne  out  of  the  fielde,  and  tooke  his  heeles,  or  put  spurre 
to  his  horse,  and  fled  as  fast  as  hee  could,  the  terms  be  not  decent;  but  of  a 
meane  souldier  or  captaine  it  were  not  undecently  spoken.2 

The  careful  writer  must  make  his  style  and  vocabulary  correspond 
to  the  dignity  of  his  subject.  According  to  Sidney,  the  poet  obtains 
decorum,  not  by  speaking  "words  as  they  chanceably  fall  from  the 
mouth,  but  [by]  peyzing  each  sillable  of  each  word  by  just  proportion 
according  to  the  dignity  of  the  subject."3  Sidney's  theoretical  concept 
is  the  same  as  Puttenham's,  yet,  according  to  Jonson,  he  violated 
decorum  in  practice  by  making  "everyone  speak  as  well  as  himself."4 

Since  "decorum"  is  a  term  that  can  be  easily  translated  into  the 
terms  of  their  society,  it  is  very  popular  with  the  Renaissance  critics. 
They  use  the  term  with  a  confidence  which  is  sometimes  lacking  in 
their  use  of  other  words  in  the  critical  vocabulary.  Thus,  E.K.,  in 
the  "Epistle"  to  Spenser's  Shepheardes  Calender,  praises  the  poet's 

wittinesse  in  devising,  his  pithiness  in  uttering  .  .  .  his  dewe  observing  of 
Decorum  everye  where,  in  personages,  in  seasons,  in  matter,  in  speach,  and 
generally  in  al  seemely  simplycitie  of  handeling  his  matter,  and  framing  his 
words. 

2  Ibid.,  in  Smith,  II,  177-178.      3  Apology,  in  Smith,  I,  160. 

4  Conversations,  with  Drummond   (161 9),  in  Spingarn,   Critical  Essays,   I,  210.  At  one 
extreme,  decorum  seems  to  have  signified  acceptance  of  class  stereotypes;  at  the  other,  it 
meant  a  mechanical  reproduction  of  moral  stereotypes,   as  it  does  in  this  prologue  to 
Richard  Edward's  Damon  and  Pithias  in  Dramatic  Writings,  ed.  by  John  S.  Farmer): 
"In  comedies  the  greatest  skill  is  this,  rightly  to  touch 
All  things  to  the  quick;  and  eke  to  frame  each  person  so, 
That  by  his  common  talk  you  may  his  nature  rightly  know. 
A  roister  ought  not  preach,  that  were  too  strange  to  hear; 
But  as  from  virtue  he  doth  swerve,  so  ought  his  words  appear: 
The  old  man  is  sober,  the  young  man  is  rash,  the  lover 

triumphing  in  toys; 
The  matron  grave,  the  harlot  wild,  and  full  of  wanton  toys. 
Which  all  in  one  course  they  no  wise  do  agree; 
So  correspondent  to  their  kind  their  speeches  ought  to  be. 
Which  speeches  well  pronounced,  with  action  lively  framed, 
If  this  offend  the  lookers-on,  let  Horace  then  be  blamed, 
Which  hath  our  author  taught  at  school,  from  whom  he  doth 

not  swerve, 
In  all  such  kind  of  exercise  decorum  to  observe." 
The  moral  and  social  stereotypes  are  usually  closely  interwined. 
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Spenser,  himself  the  author  of  a  now  lost  book  on  English  criticism, 
was  a  poet  conscious  of  the  accepted  critical  standards  of  his  time. 
Throughout  his  poems  we  are  from  time  to  time  given  hints  by  the 
poet  that  he  is,  at  the  moment,  putting  in  practice  some  critical 
precept.  So  conscious  is  he  of  decorum,  that  when  the  poet  of  the 
Shepheardes  Calender  gives  the  Faerie  Queene  to  the  world  he  feels  obliged 
to  introduce  it  thus: 

Lo  I  the  man,  whose  Muse  whilome  did  maske 

As  time  her  taught,  in  lowly  Shepheards  weeds, 

Am  now  enforst  a  far  unfitter  taske, 

For  trumpets  sterne  to  change  mine  Oaten  reeds, 

And  sing  of  Knights  and  Ladies  gentle  deeds; 

Whose  prayses  having  slept  in  silence  long, 

Me  all  too  meane,  the  sacred  Muse  areeds, 

To  blazen  broad  emongst  her  learned  throng. 

Fierce  warres  and  faithful  loves  shall  moralize  my  song.5 

The  poets  must  be  careful  not  to  put  low  language  into  the  mouths 
of  people  of  great  birth  and  at  the  same  time,  and  this  is  harder, 
they  must  use  a  rough  vocabulary  for  the  lower  classes.  For  instance, 
Part  IV  and  most  of  Part  III  of  the  Mirror  for  Magistrates  are  in  cor- 
rect rhyme  royal,  whereas  the  exceptions  are  specifically  apologized 
for  on  the  grounds  that  in  order  to  keep  decorum  one  cannot  allow 
low  and  rough  characters  to  speak  in  polished  verse.  Or,  as  the  royal 
critic  James  VI  of  Scotland  has  it,  in  his  Reulis  and  Cautelis  to  Be 
Observit  in  Scottis  Poesie,  "Ze  man  lykeways  tak  heid  .  .  .  gif  zour 
purpose  be  of  landwart  effaris,  to  use  corruptit  and  uplandis  wordis." 

The  distinctions  of  daily  social  life  give  the  main  content  to  de- 
corum for  our  critics  and  aristocratic  poets.  When  Spenser  is  describ- 
ing a  tapestry  in  the  house  of  Busirane,  he  gives  the  following  un- 
favorable critique  of  it  on  the  grounds  of  decorum: 

Kings,  Queenes,  Lords  Ladies,  Knights  and  Damzels  gent 
Were  heap'd  together  with  the  vulgar  sort, 
And  mingled  with  the  raskall  rablement 
Without  respect  of  person  or  of  port.6 

6  In  this  opening  canto  Spenser  is  obviously  following  the  verses  once  ascribed  to  Virgil 
prefixed  to  the  Aeneid,  as  well  as  Ariosto's  opening  verses  of  the  Orlando  furioso: 
"Le  donne,  i  cavalier,  Parme,  gli  amori 
Le  cortesie,  l'audaci  imprese,  io  canto." 
6  Faerie  Queene,  Book  III,  canto  xi,  st.  46. 
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On  the  whole  this  is  the  meaning  of  decorum.,  a  class  meaning; 
but  occasionally  a  remark  by  a  critic  shows  that  though  he  considers 
the  above  meaning  the  prime  one,  he  also  extends  the  term  to  mean 
the  avoidance  of  mixing  jests  with  serious  matter.  We  can  see  this 
plainly,  when  we  notice  how  the  critics  divide  genre  from  genre  on 
the  grounds  of  decorum  and  on  the  grounds  of  the  class  of  the  char- 
acters represented.  E.K.,  in  the  gloss  to  "Aprill,"  in  Spenser's  Shep- 
heardes  Calender  explains  why  the  poet  allowed  Queen  Elizabeth  to 
speak  in  a  "low"  way  in  this  fashion: 

In  all  this  songe  is  not  to  be  respected,  what  the  worthinesse  of  her  Majestie 
deserveth,  nor  what  to  the  highnes  of  a  Prince  is  agreeable,  but  what  is 
moste  comely  for  the  meanesse  of  a  Shepheards  witte,  or  to  conceive,  or  to 
utter. 

In  writing  the  Shepheardes  Calender  Spenser  was  guided  by  decorum, 
and  he  deliberately  fashioned  his  style  to  the  rough  matter  of  his 
eclogues.  Spenser  is  conscious  of  the  critical  writings  on  this  form 
and  the  practice  of  his  predecessors.  E.K.  reminds  the  reader  that  the 
poet  "is  following  the  example  of  the  best  and  most  auncient  Poetes, 
which  devised  this  kind  of  wryting,  being  both  so  base  for  the 
matter,  and  homely  for  the  manner."7 

The  language  of  the  Shepheardes  Calender  meets  with  a  varied  re- 
ception among  Spenser's  contemporaries.  William  Webbe  is  in  com- 
plete agreement  with  E.K.  and  quotes  with  approval  the  passage  in 
which  E.K.  praises  the  poet  for  his  ability  to  keep  decorum.8  On  the 
other  hand,  for  many  critics  the  purity  of  the  language  is  of  more 
importance  than  this  type  of  decorum.  Thus,  Sidney  says,  "that 
same  framing  of  his  style  to  an  old  rustick  language  I  dare  not 
alowe";9  while  Jonson  echoes  him  with  "Spencer,  in  affecting  the 
Ancients,  writ  no  Language."10 

This  conception  of  the  eclogue  as  characterized  by  "base"  matter 
and  "homely"  style  is  shared  by  Puttenham,  who,  after  telling  of  the 
tragic  and  the  comic  poets,  writes: 

There  were  yet  others  who  mounted  nothing  so  high  as  any  of  them  both, 
but,  in  base  and  humble  stile  by  maner  of  Dialogue,  uttered  the  private  and 

7  E.  K.,  "Epistle  to  G.  H.,"  explaining  the  Shepheardes  Calender. 

8  Of  English  Poetry,  in  Smith,  I,  263.      9  An  Apology  for  Poetry,  in  Smith,  I,  196. 
10  From  "Timber,"  in  Spingarn's  Critical  Essays,  I,  34. 
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familiar  talke  of  the  meanest  sort  of  men,  as  shcpheardes,  heywards,  and 
such  like:  such  was  among  the  Greekes  Theocritus,  and  Virgill  among  the 
Latines;  their  poems  were  named  Eglogues  or  shepheardly  talke.11 

Although  according  to  the  rules  of  decorum  it  was  necessary  to 
have  the  lower-class  characters  speak  in  a  "rough"  manner,  the  poet 
was  often  at  pains  to  let  the  reader  know  that  his  characters,  not 
himself,  were  the  users  of  "low"  language.  Such  an  amusing  apology 
comes  at  the  end  of  Spenser's  Mother  Hubberd: 

So  Mother  Hubberd  her  discourse  did  end: 
Which  pardon  me,  if  I  amisse  have  pend 
For  weake  was  my  remembrance  it  to  hold 
And  bad  her  tongue  that  it  so  bluntly  tolde. 12 

The  epic  and  the  tragic  poets  dealing  with  the  affairs  of  princes 
were,  naturally,  little  interested  in  the  deeds,  however  worthy,  of 
lesser  people.  Yet,  feats  worthy  to  be  commemorated  are  sometimes 
performed  by  individual  men-at-arms,  and  a  verse  form  should  be 
available  for  this  purpose.  "Wherefore,"  says  Puttenham,  "the  Poet  in 
praising  the  maner  of  life  or  death  of  anie  meane  person  did  it  by 
some  litle  dittie,  or  Epigram,  or  Epitaph,  in  fewe  verses  &  meane 
stile  conformable  to  his  subject."13 

Since  in  our  section  on  the  drama  we  have  spoken  of  the  manner 
of  dividing  tragedy  from  comedy,  because  the  former  deals  with 
princes,  the  latter  with  middle-class  people,  it  is  interesting  to  note, 
here,  that  the  main  objection  to  the  popular  drama  of  the  day  is  that 
it  lacks  decorum,  that  is  to  say,  it  does  not  observe  the  necessary 
distinction  of  rank.  Sidney  says,  we  remember,  that  the  plays  of  his 
contemporaries  are  neither  "right"  comedies  or  "right"  tragedies, 
because  they  mingle  kings  and  clowns  and  allow  the  latter  to  play  a 
part  in  the  most  "majesticall"  matters  with  no  regard  for  decorum. 14 
George  Whetstone  puts  the  matter  in  almost  identical  words.15 

In  the  Introduction  to  Elizabethan  Critical  Essays,  Gregory  Smith 
suggests  that  Sidney's  objections  to  the  mixed  drama  spring  from  an 

11  Puttenham,  The  Arte  of  English  Poesie,  in  Smith,  II,  27. 

12  Mother  Hubberd' s  Tale,  11.  1 385-1 388. 

13  The  Arte  of  English  Poesie,  in  Smith,  II,  45. 

14  Apology,  in  Smith,  I,  igg. 

16  Dedication  to  Promos  and  Cassandra  (1578),  in  Smith,  I,  59-60. 


DECORUM  AND  THE  MINOR  GENRES  213 

aristocratic  dislike  of  the  low  elements  per  se  rather  than  from 
critical  principles.  But  what  aristocrat  has  ever  objected  to  the  masses 
of  the  people  per  se?  This,  however,  does  not  account  for  Sidney's 
dislike  of  the  mixture  of  the  two  social  classes  in  drama.  He  seems  to 
have  had  misgivings  about  mingling  clowns  with  kings  on  any  terms. 
That  the  "people"  exist  is  an  objective  fact;  all  the  aristocrat  is  in- 
terested in  is  that  they  "keep  their  place."  Translate  this  into  the 
critical  vocabulary  of  the  time,  and  we  have  decorum.  There  is  a 
place  for  the  low  fellow.  It  is  in  the  farce.  William  Webbe  speaks  of 
the  satyr  from  this  point  of  view: 

In  a  Satyr  greate  heede  is  to  be  taken  ...  of  the  unmeetnesse  or  inconvenience 
of  the  matter,  and  of  the  wordes  that  they  be  fitted  according  to  the  persons: 
of  Decorum,  that  he  which  represented  some  noble  personage  in  the  Tragedie 
bee  not  some  busy  foole  in  the  Satyr. 16 

In  the  drama  the  doctrine  of  decorum  did  not  remain  purely  in 
the  realm  of  theory.  We  have  the  plays  of  Jonson.  Ben  Jonson's 
theory  of  humors  is  little  more  than  a  translation  of  decorum  into 
medical  terminology.  If  the  class  nature  of  Jonson's  theory  is  not 
completely  apparent  in  the  few  places  where  he  has  stated  it  explic- 
itly, it  becomes  so  when  one  examines  it  against  his  "humor"  comedies 
themselves.  The  characters  are  middle-class  and  are  consciously  made 
so,  in  order  to  conform  with  received  classical  and  Renaissance  theory. 

The  principles  of  decorum  are  adhered  to  in  choice  of  vocabulary 
by  Edmund  Spenser,  to  instance  only  one  poet.  His  schoolmaster, 
Mulcaster,  gave  the  principles  of  vocabulary  in  this  way:  "In  the 
force  of  words  .  .  .  there  are  to  be  considered  commonesse  for  every 
man,  bewtie  for  the  learned,  braverie  to  ravish."17 

So,  following  these  principles  we  see  that  for  the  knightly  subject 
of  the  Faerie  Queene  Spenser  chooses  his  metaphors  from  the  "aristo- 
cratic" pursuits  of  the  chase,  hawking,  the  laws  and  terms  of  chivalry, 
courtly  love,  and  so  forth,  whereas  for  his  shepherds  he  chooses  his 
images  from  country  pursuits  and  pastimes.18 

Decorum  was  a  concept  of  great  usefulness.  As  we  have  seen,  the 
critics  used  this  term  most  often  in  a  class  sense — as  the  maintenance 

16  Of  English  Poetry,  in  Smith,  I,  294.      17  Mulcaster,  Elementarie,  p.  286. 
18  Renwick,  Edmund  Spenser,  p.  75. 
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in  literature  of  the  social  ranks  and  distinctions  of  the  Renaissance. 
By  its  use  they  were  able  to  conveniently  separate  one  genre  from 
another  on  the  basis  of  the  social  rank  of  the  characters  therein  and 
to  determine  the  proper  style  of  writing  to  be  used  in  each  case  by  the 
same  method.  A  very  great  part  of  all  Renaissance  theorizing  was 
essentially  the  application  of  the  principles  of  decorum  to  the  prob- 
lem at  hand,  and  such  critically  conscious  poets  as  Spenser  and 
Jonson  were,  by  carefully  following  decorum  as  defined  by  the 
critics,  enabled  to  attain  to  artistic  effects  of  lasting  satisfaction.  The 
aristocratic  basis  of  the  critical  thinking  which  gave  such  great  im- 
portance to  this  concept  may  be  seen  in  its  clearest  light  when  we 
consider  the  place  of  the  poet  in  Renaissance  society. 


England 
THE  POET  AND  HIS  PURPOSE 


The  Poet 

NE  cannot  discuss  the  position  of  poetry  in  a  society 
without  understanding  the  position  of  the  poet.  In 
Renaissance  England  the  conception  of  the  poet  as  a 
seer  and  divine  prophet  is  borrowed  from  the  ancients 
and  put  to  frequent  use.  Sidney  says: 


Among  the  Romans  a  poet  was  called  Vates,  which  is  as  much  as  a  Diviner, 
Fore-seer,  or  Prophet,  as  by  his  conjoyned  wordes  Vaticinium  and  Vaticinari 
is  manifest:  so  heavenly  a  title  did  that  excellent  people  bestow  upon  this 
hart-ravishing  knowledge.1 

Thomas  Lodge  lists  such  Biblical  and  church  worthies  as  David, 
Paulinus,  and  the  "Byshop  of  Nolanum"  as  men  who  were  not 
ashamed  to  be  called  poets.  He  then  continues: 

It  is  a  pretye  sentence,  yet  not  so  prety  as  pithy,  Poeta  nascitur,  Orator  fit:  as 
who  should  say,  Poetrye  commeth  from  above,  from  a  heavenly  seate  of  a 
glorious  God,  unto  an  excellent  creature  man;  an  Orator  is  but  made  by 
exercise.2 

Since  in  this  paper  we  are  not  interested  in  Neoplatonism  or  in 
any  other  formal  philosophy,  why  did  we  bother  to  insert  the  above 
quotation?  The  answer  is  simple.  In  any  society  the  ruling  class  soon 
learns,  automatically,  to  use  the  value  terms  "good"  and  "bad"  in 
a  class  sense,  and  this  is  equally  true  of  religious  terms.  The  concep- 
tion of  "divine  right"  is  held  by  every  ruling  class  that  has  a  religious 
philosophy.  So,  when  we  learn  that  the  poet  is  considered  "divine," 
we  should  not  be  surprised  to  find  that  he  also  must  be  an  aristocrat. 
Thus  Spenser  declaims  in  the  Shepheardes  Calender: 

O  pierlesse  Poesye,  where  is  then  thy  place? 
If  nor  in  Princes  pallace  thou  doe  sitt: 
(And  yet  is  Princes  pallace  the  most  fitt) 
Ne  brest  of  baser  birth  doth  thee  embrace.3 

1  An  Apology  for  Poetry,  in  Smith,  I,  154. 

2  Defence  of  Poetry,  in  Smith,  I,  71.      3  "October,"  11.  79-82. 
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Spenser's  abstract  statement  that  only  people  of  gentle  blood  are 
poets  is  concretized  by  Puttenham  in  his  critical  treatise,  where  after 
saying  "In  other  ages  .  .  .  we  read  that  Kinges  &  Princes  have  written 
great  volumes  and  publisht  them  under  their  owne  regall  titles,"  he 
proceeds  to  give  a  list  of  royal  poets  that  ranges  from  Julius  Caesar 
to  "our  late  soveraigne  Lord,  king  Henry  the  eight,"4  In  a  passage 
which  supports  our  contention  that  the  aristocrat  identified  "good" 
with  his  class,  Spenser  declares  that  in  the  past,  poetry  was  limited 
to  princes  and  high  priests  and  that  the  trouble  with  poetry  now  is 
that  it  has  been  touched  by  the  base  hands  of  common  people: 

Whilom  in  ages  past  none  might  professe 
But  Princes  and  high  Priests  that  secret  skill, 
The  sacred  lawes  therein  they  wont  expresse, 
And  with  deepe  Oracles  their  verses  fill: 
Then  was  shee  held  in  soveraigne  dignitie, 
And  made  the  noursling  of  Nobilitie. 

But  now  nor  Prince  nor  Priest  doth  her  maintayne, 

But  suffer  her  prophaned  for  to  bee 

Of  the  base  vulgar,  that  with  hands  uncleane 

Dares  to  pollute  her  hidden  mysterie. 

And  treadeth  under  foote  hir  holie  things, 

Which  was  the  care  of  Kesars  and  of  Kings.6 

Today,  says  Spenser,  we  can  be  thankful  that  Elizabeth,  at  least, 
upholds  this  noble  tradition  by  writing  poetry.  Puttenham  openly 
declares  that  poetry  is  the  art  (if  not  the  mere  plaything)  of  the 
aristocracy.  He  frankly  admits  that  he  writes  his  treatise  for  this 
class  alone.  He  says: 

our  chiefe  purpose  herein  is  for  the  learning  of  Ladies  and  young  Gentle- 
women, or  idle  Courtiers,  desirous  to  become  skilful  in  their  owne  mother 
tongue,  and  for  their  private  recreation  to  make  now  &  then  ditties  of 
pleasure,  thinking  for  our  parte  none  other  science  so  fit  for  them  &  the 
place  as  that  which  teacheth  beau  semblant,  the  chiefe  profession  aswell  of 
Courting  as  of  poesie.6 

Puttenham's  position  is  extreme,  not  in  limiting  poetry  to  gentle- 

4  The  Arte  of  English  Poesie,  in  Smith,  II,  22—23. 

6  Teares  of  the  Muses,  11.  559—570. 

6  The  Arte  of  English  Poesie,  in  Smith,  II,  164-165. 
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folk,  but  in  reducing  it  to  a  mere  toy  for  them  to  play  with.  But  what 
are  his  geometrical  figures,  his  "tapers  reversed,"  his  "rondels  dis- 
played," his  "triquete,"  his  "Lozanges  rabbated"  but  toys  for  the 
idle  courtier?  Isn't  it  this  sort  of  thing  which  the  "sage  and  serious" 
Spenser  is  thinking  of  when  he  declares  that  among  a  section  of  the 
courtiers  the  "artes  of  school"  are  "counted  but  toyes  to  busie  ydle 
braines."7  Spenser  does  not  like  this  attitude,  because  he  considers 
poetry  a  science  for  people  with  gentle  blood,  a  serious  science.  This 
passage  from  the  Faerie  Queene,  which  happens  to  be  on  the  art  of 
horsemanship,  is  equally  applicable  to  the  art  of  poetry: 

In  brave  pursuit  of  honorable  deed, 

There  is  I  know  not  what  great  difference 

Betweene  the  vulgar  and  the  noble  seed, 

Which  unto  things  of  valorous  pretence 

Seemes  to  be  borne  by  native  influence; 

As  feates  of  armes,  and  love  to  entertaine, 

But  chiefly  skill  to  ride,  seemes  a  science 

Proper  to  gentle  bloud;  some  others  faine 

To  menage  steeds,  as  did  this  vaunter;  but  in  vaine.8 

One  should  never  forget  that  the  Renaissance  also  considers  itself 
a  learned  age.  Naturally,  the  aristocracy  considers  learning  aristo- 
cratic, and  the  literary  critics  at  times  almost  identify  the  two.  As 
we  remember,  the  "hexametrists"  felt  that  the  way  to  remove  poetry 
from  the  people  was  to  use  a  learned  form  that  only  the  educated 
poet  could  master.  Notice  how  Puttenham  equates  learning  with  the 
court  when  he  speaks  of  "the  authors  owne  purpose,  which  is  to  make 
a  rude  rimer  a  learned  and  a  courtly  Poet."  Not  a  little  justification 
for  this  attitude  could  be  found,  indeed.  Leaving  aside  the  polyhedral 
learning  of  numerous  courtiers,  one  only  has  to  think  of  the  linguistic 
attainments  of  Elizabeth  or  the  classical  interests  of  Lady  Jane  Grey. 9 

7  Colin  Clouts  come  Home  Againe,  11.  751-754. 

8  Faerie  Queene,  Book  II,  canto  iv,  st.  i. 

9  "Only  the  intellectuals  and  the  learned  nobility  could  be  expected  to  understand 
Latin,  and  particularly  Greek,  meanings — such  unusual  forms  for  instance,  as  ttopls  and 
4>\eyi6(a;  yet  both  the  effect  of  many  of  Spenser's  climaxes  and  the  full  sense  of  his 
allegory  depend  on  such  an  understanding.  Spenser  then  apparently  addressed  the  Faerie 
Queene,  from  first  to  last,  to  the  patronage  of  the  aristocracy;  for  he  gave  certain  parts  of 
the  poem  "an  esoteric  sense  that  only  they  could  understand." — John  W.  Draper, 
"Classical  Coinage  in  the  Faerie  Queene,"  PMLA(i932),  p.  107. 


218  ENGLAND 

Spenser  considers  the  patronage  of  learned  men  and  the  desire  to  be 
learned  the  very  hallmark  of  nobility: 

It  most  behoves  the  honorable  race 
Of  mightie  Peeres,  true  wisdome  to  sustaine, 
And  with  their  noble  countenaunce  to  grace 
The  learned  forheads,  without  gifts  or  gaine: 
Or  rather  learnd  themselves  behoves  to  bee: 
That  is  the  girlond  of  Nobilitie.10 

Learning,  and  in  no  superficial  sense, 1 !  is  considered  necessary  for 
the  formation  of  the  perfect  courtier  by  all  the  writers  of  courtesy 
books  in  that  age,  and  the  nobleman  in  many  cases  attempted  to 
live  up  to  the  standards  therein  set. 

Nash's  preface  to  Greene's  Menaphon  addressed  "to  the  Gentleman 
Students  of  both  Universities"  is  replete  with  the  idea  that  poetry 
is  a  learned  and  gentlemanly  occupation.  He  declaims  against  the 
playwrights  "that  could  scarcelie  latinize  their  necke-verse  if  they 
should  have  neede," n  and  implies  that  a  university  education  is 
necessary  for  him  who  would  be  a  poet.  Sidney  says  that  the  poet 

10  Teares  of  the  Muses,  11.  79-83. 

11  "It  is  not  sufficient  for  poets  to  be  superficial  humanists:  but  they  must  be  exquisite 
artists  and  curious  universal  scholars." — Gabriel  Harvey,  Marginalia,  pp.  160— 161. 

12  Menaphon,  p.  8.  A  later  writer,  Sir  Kenelm  Digby,  emphasizes  the  moral  and  ethical 
value  of  poetry  and,  like  Nash,  believes  that  the  poet  must  be  learned  in  all  the  arts  and 
sciences  in  order  to  perform  his  pedagogical  functions.  He  writes  in  1644:  "Poetry  is 
not  a  governour  of  our  actions;  but  by  advantagious  expressing  some  eminent  ones,  it 
becomes  an  useful  directour  to  us.  .  .  .  The  delight  of  it  is,  by  representing  humane  actions 
in  a  more  august  and  admirable  hew,  then  in  themselves  they  usually  have,  to  frame 
specious  Ideas,  in  which  the  people  may  see  what  is  well  done,  what  amisse,  what  should 
be  done,  and  what  by  error  is  wont  to  be  done:  and  to  imprint  in  mens  minds  a  deep 
conceit  of  the  goods  and  evils,  that  follow  their  vertuous  or  vitious  comportment  in  their 
lives. 

If  those  who  assume  the  title  of  Poets  did  aim  at  this  end,  and  would  hold  themselves 
strictly  to  it,  they  would  prove  as  profitable  instruments  as  any  the  Commonwealth  had. 
...  If  their  drift  were  to  settle  in  mens  minds  a  due  valuation  of  vertue,  and  a  detestation 
of  vice,  no  art  would  do  it  more  universally,  nor  more  effectually  and  by  it,  mens  hearts 
would  be  set  on  fire  to  the  pursuit  of  the  one,  and  be  shrunk  up  with  dislike  and  horror 
against  the  other.  But,  to  such  a  Poet  as  would  aim  at  those  notable  effects,  no  knowledge 
of  Morality,  or  the  nature  and  course  of  humane  actions  and  accidents  must  be  wanting: 
he  must  be  well  versed  in  History,  he  must  be  acquainted  with  the  progress  of  nature,  in 
what  he  brings  to  pass,  he  must  not  be  deficient  in  part  of  Logick,  Rhetorick,  or  Grammar; 
in  a  word,  he  must  be  consummate  in  all  arts  and  Sciences,  if  he  will  be  excellent  in  his 
way."  Treatise  Declaring  the  Nature  and  Operations  of  Mans  Soul:  out  of  Which  the  Immortality 
of  Reasonable  Souls  Is  Convinced.  The  Epistle  to  Digby's  son  which  is  prefixed  to  the  accom- 
panying treatise  Of  Bodies  and  of  Mans  Soul  is  dated  1 644.  The  extract  is  from  the  copy  in 
the  Congressional  Library,  pp.  35-36. 
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must  be  the  monarch  of  all  sciences.  As  a  matter  of  actual  oppor- 
tunity, who  but  one  closely  connected  with  the  aristocracy  in  the 
sixteenth  century  could  pretend  to  such  a  title? 

The  critics,  aristocrats  themselves  for  the  most  part,  infer  that  the 
poet  should  be  of  gentle  birth;  yet  we  are  faced  with  the  well-known 
fact  that  publication  is  often  considered  beneath  the  dignity  of  the 
aristocrat.  Few  persons  of  rank  dare  the  disapproval  of  their  coterie 
by  openly  publishing,  as  does  James  I  of  England.  We  all  know  the 
subterfuges  employed:  one  poet  pretends  that  his  publisher  published 
without  his  permission;  another  declares  he  has  been  forced  to  give 
a  true  copy  of  his  verses,  because  a  mangled  pirate  edition  of  his 
verses  has  already  appeared.  Many  actually  do  not  bother  to  publish 
at  all.  Puttenham  complains: 

I  know  very  many  notable  Gentlemen  in  the  Court  that  have  written  com- 
mendably,  and  suppressed  it  agayne,  or  els  suffred  it  to  be  publisht  without 
their  owne  names  to  it;  as  if  it  were  a  discredit  for  a  Gentleman  to  seeme 
learned  and  to  shew  himselfe  amorous  of  any  good  Art.13 

The  courtiers  who  were  known  as  poets  slighted  the  fact.  Sidney 
throws  out,  "I  knowe  not  by  what  mischance  in  these  my  not  old 
yeres  and  idlest  times,  [I  have]  slipt  into  the  title  of  a  Poet."14  K. 
Myrick,  in  Sir  Philip  Sidney  as  a  Literary  Craftsman,  declares  that  this 
aristocratic  attitude  toward  poetry  is  a  deliberately  cultivated  air  of 
graceful  negligence  and  borrows  Castiglione's  term  "sprezzatura"  as 
the  most  exact  word.15  This  "sweet  disorder,"  to  use  Herrick's  term, 
which  Myrick  declares  is  almost  the  same  thing,  this  seemingly 
effortless  production  of  good  poetry  is,  then,  a  pose  of  the  Renaissance 
courtier.  It  does  not  contradict  the  position  that  the  poet  must  be  a 
gentleman,  since  the  attitude  of  "sprezzatura"  does  not  reflect  upon 
the  value  of  poetry,  it  simply  describes  the  "air"  the  courtier  poet 
must  assume. 

The  Purpose 

The  conception  of  the  purpose  of  poetry  by  the  poets  and  the  critics 
of  the  Elizabethan  age  is  of  fundamental  importance  to  the  student 
who  seeks  to  determine  the  content  of  their  criticism.  This  problem 

13  The  Arte  of  English  Poesie,  in  Smith,  II,  22. 

14  Apology,  in  Smith,  I,  150.      16  Sir  Philip  Sidney,  p.  22. 
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has  been  the  burning  one  in  literary  criticism  from  the  Greeks  to  the 
present  time  and  is  the  lodestone  around  which  all  other  critical 
problems  cluster.  Find  out  what  a  given  critic  says  on  this  point,  and 
there  will  be  revealed  to  you  the  fundamental  philosophic  and  social 
preconceptions  on  which  his  work  is  built. 

It  is  customary  to  begin  the  discussion  of  purpose  with  an  examina- 
tion of  the  Puritan  attack  on  poetry  and  the  answers  of  her  defenders. 
We  shall  follow  the  tradition  here.  It  is  also  customary  to  end  the 
discussion  with  the  replies  to  the  attack.  This,  however,  we  shall 
not  do,  for  it  will  be  our  contention  that  the  questions  under  discus- 
sion in  this  particular  controversy  are  not  the  ones  which  best  reveal 
our  writers'  conceptions  of  the  purpose  of  poetry.  Gosson's  main 
criticism  and  that  of  the  other  Puritan  attackers  is  that  poetry  is  im- 
moral. They  attack  the  playhouses  as  hotbeds  of  vice,  they  denounce 
the  lewdness  of  poetry,  and  for  the  most  part  they  are  with  Plato  in 
asking  that  the  poets  be  banished  from  the  commonwealth.  When 
we  ask  what  are  the  vices  the  Puritans  complain  against,  we  discover 
that  to  a  large  measure  they  are  foreign.  A  great  part  of  the  attack 
is  against  the  Italianate  fashions  of  the  day.  Like  the  moralists  of  all 
ages,  they  see  wickedness  in  anything  which  comes  from  beyond  the 
national  boundaries.  As  Gregory  Smith  points  out,  these  Puritans 
are  middle-class  men.16  They  are  moved  as  much  by  social  and  na- 
tionalistic stimulants  as  by  "morality"  in  the  more  restricted  religious 
sense.  That  the  Italian  influences  are  finding  their  way  into  England 
via  aristocratic  channels  make  them  doubly  unacceptable.  On  the 
other  hand,  the  defenders  of  poetry  are  courtiers  and  aristocrats  who 
are  hardly  conscious  of  the  existence  of  the  popular  art  that  the 
Puritan  knew,  and  their  attitude  to  the  problem  is  quite  different. 
Naturally,  the  defenders  are  as  much  against  "vice"  as  are  the  Puri- 
tans. Differences  arise  only  when  one  begins  to  give  content  to  these 
abstractions.  So  the  defenders  marshal  the  old  arguments.  The  pur- 
pose of  poetry  is  the  "winning  of  the  mind  from  wickedness  to  virtue," 
the  poets  "win  men  to  virtue  by  pleasant  instruction,"  poetry  is  the 
sugar  coating  to  the  pill  of  ethical  truth,  the  end  of  poetry  is  to  "teach 
and  delight,"  and  so  forth.  Thus,  the  defenders  are  as  "moral"  as 

16  Elizabethan  Critical  Essays,  Introduction,  p.  xx.  The  more  recent  and  authoritative 
study  by  Louis  B.  Wright,  Middle-class  Culture  in  Elizabethan  England,  corroborates  this 
opinion,  pp.  656  ff. 
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their  attackers.  The  question  now  arises  as  to  what  the  "morality" 
of  the  defenders  is.  As  we  have  seen  above,  the  poet  must  be  of  gentle 
birth  to  write  true  poetry.  It  follows  that  the  same  requirement  is 
requisite  in  the  reader  if  he  is  to  appreciate  this  poetry.  Puttenham 
is  explicit  as  to  the  audience  the  poet  writes  for.  He  says: 

Our  maker  or  Poet  is  appointed  not  for  a  judge,  but  rather  for  a  pleader, 
and  that  of  pleasant  &  lovely  causes  and  nothing  perillous,  such  as  be  those 
for  the  triall  of  life,  limme,  or  livelyhood,  and  before  judges  neither  sower 
or  severe,  but  in  the  eare  of  princely  dames,  yong  ladies,  gentlewomen,  and 
courtiers,  beyng  all  for  the  most  part  either  meeke  or  of  pleasant  humour. 17 

Again,  Puttenham  speaks  of  certain  types  of  poetry  as  fittest  to  en- 
tertain the  "pretie  amourets  in  Court  .  .  .  their  delicate  wits  requiring 
some  commendable  exercise  to  keepe  them  from  idlenesse."18  Now, 
when  the  critics  require  that  the  poet  must  be  of  gentle  blood  and 
they  state  that  his  audience  is  composed  of  gentle  ladies  and  noble 
lords,  one  may  suspect  that  the  "morality"  and  "purpose"  of  poetry 
may  be  in  some  way  connected  with  the  aristocracy.  The  whole 
system  of  patronage  implies  that,  one  end  of  poetry  is  to  please  the 
aristocracy.  Spenser,  who  feels  that  he  is  not  receiving  as  much  pa- 
tronage as  he  should,  looks  back  with  longing  to  a  past  age,  when 
the  good  poet  received  a  just  reward: 

But  ah  Mecoenas  is  yclad  in  claye 
And  great  Augustus  long  ygoe  is  dead: 
And  all  the  worthies  liggen  wrapt  in  leade, 
That  matter  made  for  Poets  on  to  play: 
For  ever,  who  in  derring  doe  were  dreade, 
The  loftie  verse  of  hem  was  loved  aye.19 

Patronage  was  a  necessity  for  the  poet  in  Renaissance  England. 
As  Miss  Sheavyn  says,  "Not  a  single  writer  who  persevered  in  his 
vocation  was  free  from  obligations  to  patrons."20  Unfortunately,  there 
were  more  writers  than  there  were  patrons,  with  the  result  that 
wealthy  men  were  besieged  by  crowds  of  poets  and  would-be  poets. 
Most  of  the  patrons  attempted  to  meet  the  situation  by  scattering 
their  largess  in  small  sums  of  money  among  a  large  group  of  writers. 

17  The  Arte  of  English  Poesie,  in  Smith,  II,  160. 

18  Ibid.,  in  Smith,  II,  95.      19  "October,"  11.  61-66. 

20  The  Literary  Profession  in  the  Elizabethan  Age,  pp.  1 1-12. 
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Only  a  few,  such  as  Sir  Philip  Sidney  and  his  sister  Mary,  had  the 
discernment  to  reward  generously  the  real  poets  among  the  mass  of 
claimants.  The  end  of  unorganized,  casual  patronage  was  unfortunate 
for  all  concerned.  The  wealthy  were  annoyed  by  perpetual  appeals 
and  most  of  the  poets  had  to  cast  all  self-respect  to  the  winds  in  order 
to  write  fulsome  dedications  to  some  noble  lord  in  hopes  of  a  few 
crowns  recompense.  The  favors  that  came  their  way  were  not  suffi- 
cient to  keep  body  and  soul  together  in  most  cases,  and  the  professional 
penmen  lived  in  sordid  poverty.  Nash  describes  his  plight  at  not 
being  able  to  gain  patronage  sufficient  for  his  needs: 

All  in  veine,  I  sate  up  late  and  rose  earely,  contended  with  the  colde  and 
conversed  with  scarcitie;  for  all  my  labours  turned  to  losse,  my  vulgar  Muse 
was  despised  and  neglected,  my  paines  not  regarded,  or  slightly  rewarded, 
and  I  my  selfe  (in  prime  of  my  best  wit)  laid  open  to  povertie.  .  .  .  Wereupon 
.  .  .  I  .  .  .  raild  on  my  patrones.21 

Nevertheless,  the  poet  must  look  for  patrons  and  promise  them  fame 
by  immortalizing  their  deeds. 

Spenser  puts  the  deeds  of  great  men  foremost  as  subjects  of  poetry 
and  implies  that  when  the  aristocracy  declines,  poetry  declines  along 
with  it.  Poetry  is  thus  doubly  dependent  on  the  aristocracy  for  pa- 
tronage and  for  subject  matter;  but  the  aristocracy  is  equally  de- 
pendent upon  poetry.  It  is  only  through  the  songs  of  the  poet  that  the 
fame  of  noble  deeds  is  known  to  posterity: 

The  sacred  Muses  have  made  alwaies  claime 

To  be  the  Nourses  of  nobility 

And  Registres  of  everlasting  fame 

To  all  that  armes  professe  and  chevalry.22 

This  sentiment  has  added  significance  when  one  considers  that  it 
occurs  in  one  of  the  dedicatory  sonnets  to  the  Faerie  Queene.  The 
purpose  of  these  sonnets  is  to  promise  immortality  in  the  poem  to  the 
lords  who  will  patronize  the  poet.  This  is  the  theme  of  almost  every 
sonnet.  The  one  dedicated  to  the  Earl  of  Essex  begins: 

Magnificke  Lord,  whose  vertues  excellent 
Doe  merit  a  most  famous  Poets  witt, 

21  Nash,  in  his  Works,  I,  157. 

22  Dedicatory  sonnet  to  the  Earl  of  Northumberland. 
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To  be  thy  living  praises  instrument, 

Yet  doe  not  sdeigne,  to  let  thy  name  be  writt 

In  this  base  Poeme,  for  thee  far  unfitt. 

The  close  connection  between  poetry  and  the  ruling  class  is  further 
attested  by  the  fact  that  one  of  the  most  frequent  defenses  of  poetry 
is  based  on  the  approbation  of  poetry  by  princes.  Sidney  mentions, 
among  others,  Alexander,  Caesar,  and  Scipio,23  while  Webbe  says 
that  among  other  honors  poetry  has  received  must  be  mentioned  the 
fact  that  "Kinges  and  Princes,  great  and  famous  men,  did  ever  en- 
courage, mayntaine,  and  reward  Poets  in  al  ages,"24  because  they 
recognized  that  the  everlasting  verses  of  poets  alone  could  assure 
their  immortality.  In  his  Arte  of  English  Poesie  Puttenham  devotes 
seven  continuous  pages  to  a  listing  of  the  "noble  Emperours,  Kings 
and  Princes  that  have  bene  studious  of  poesie."25 

It  would  constitute  a  serious  omission  if  we  failed  to  take  note  of 
the  fact  that  one  of  the  main  incentives  to  poetry,  one  of  the  "pur- 
poses" of  poetry,  is  to  praise  England.  That  the  very  people  who 
make  poetry  an  aristocratic  thing  are  also  strongly  nationalistic  is  no 
cause  for  surprise.  Not  only  is  the  Elizabethan  age  nationalistic  to 
such  an  extent  that  all  literature  of  the  age  is  colored  by  it,  but  par- 
ticularly nationalistic  are  the  members  of  the  ruling  class  which  for 
all  practical  purposes  is  the  nation.  This  is  plainly  shown  in  the 
Bastard's  last  speech  in  King  John  about  the  return  of  the  nobles  to 
their  fealty: 

Now  these  her  princes  are  come  home  again, 
Come  the  three  corners  of  the  world  in  arms, 
And  we  shall  shock  them.  Nought  shall  make 

us  rue, 
If  England  to  itself  do  rest  but  true. 

Thus,  an  ever  recurrent  note  in  these  treatises  is  the  plea  for  more 
national  literature  and  the  praise  of  that  which  exists.  Webbe's 
faith  is  typical: 

That  there  be  as  sharpe  and  quicke  wittes  in  England  as  ever  were  among 
the  peerlesse  Grecians  or  renowmed  Romaines,  it  were  a  note  of  no  witte  at 

23  Apology,  in  Smith,  I,  70-71.     2i  Discourse,  in  Smith,  I,  232. 
25  The  Arte  of  English  Poesie,  II,  16-24. 
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all  in  me  to  deny.  And  is  our  speeche  so  course,  or  our  phrase  so  harshe,  that 
Poetry  cannot  therein  finde  a  vayne  whereby  it  may  appeare  like  it  selfe?26 

The  aristocratic  and  the  national  purpose  is  blended  in  the  queen. 
When  Spenser  writes  "In  that  Faery  Queene  I  meane  glory  in  my 
generall  intention,  but  in  my  particular  I  conceive  the  most  excellent 
and  glorious  person  of  our  soveraine  the  Queene,  and  her  kingdome 
in  Faery  land,"27  he  Vays  that  one  of  the  purposes  of  his  poem  is  to 
praise  Elizabeth  both  as  a  person  and  as  the  representative  of  Eng- 
land and  her  glory.  The  figure  of  Elizabeth  is  a  symbol  which  unites 
the  aristocratic  and  the  national  ideals.  Spenser  is  always  conscious 
of  this.  In  the  Shepheardes  Calender  he  promised  to  sing  the  praises  of 
the  queen,28  and  in  his  great  poem  he  carried  out  that  promise. 

Another  function  of  poetry  is  to  perfect,  as  do  the  courtesy  books, 
the  courtier  in  the  morality  of  his  class.  The  most  notable  statement 
of  this  purpose  is,  again,  Spenser's.  In  the  letter  which  contains  his 
exposition  of  the  whole  intention  of  his  work,  Spenser  writes:  "The 
generall  end  therefore  of  all  the  booke  is  to  fashion  a  gentleman  or 
noble  person  in  vertuous  and  gentle  discipline."  This  being  his  main 
purpose,  Spenser  adds,  he  has  "coloured  it  with  an  historicall  fic- 
tion." If  we  believe  the  poet,  his  fable  and  poetry  exist  only  in  order 
to  sugar  the  pill  for  his  courtier  audience.  Sidney  in  his  Apology  ad- 
vances as  one  of  his  main  arguments  the  theory  that  the  nobleman 
learns  how  to  conduct  himself  by  means  of  poetic  examples:  "But 
even  in  the  most  excellent  determination  of  goodnes,  what  Philoso- 
pher's counsell  can  so  redily  direct  a  prince,  as  the  fayned  Cyrus  in 
Xenophon?  or  a  vertuous  man  in  all  fortunes,  as  Aeneas  in  Virgill?"29 
Then,  too,  everyone  has  noticed  the  great  amount  of  space  devoted 
to  politics  in  the  Arcadia,  to  mention  only  one  aspect  of  this  work 
professedly  written  to  amuse  the  leisure  hours  of  a  noble  lady.  R.  W. 
Zandvoort  says  of  the  riot  scenes  in  the  Arcadia: 

But  if  Sidney's  view  of  democracy  need  cause  no  surprise,  the  brutal  tone  he 
adopts  whenever  referring  to  the  lower  classes  as  a  whole  or  to  any  single 
member  of  them  is  harder  for  a  modern  reader  to  understand.  .  .  .  Evidently, 
one  could  be  'the  president  of  Noblesse  and  of  Chevalree'  and  hold  a  base- 
born  rustic  of  less  account  than  a  hound  or  a  horse.30 

26  Discourse,  in  Smith,  I,  228.     27  Letter  of  the  Authors,  prefaced  to  the  Faerie  Queene. 
28  "October,"  11.  43-48.     29  Apology,  in  Smith,  I,  166. 
30  Sidney's  Arcadia,  p.  156. 
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K.  O.  Myrick  denies  that  in  the  political  passages  Sidney  was  merely 
reflecting  the  prejudices  of  his  class  and  contends  that  he  had  a  noble 
purpose.  "I  believe,"  says  Myrick,  "he  was  trying  to  quicken  in  his 
courtly  readers  a  sense  of  responsibility  toward  the  state."31  It  is  of 
no  moment  to  this  paper  which  of  these  interpretations  we  accept  as 
valid.  Both  are  grist  for  our  mill,  since  both  point  out  that  the  purpose 
of  the  Arcadia,  according  to  Sidney's  own  practice,  is  aristocratic. 

Although  most  of  our  Renaissance  critics  would  agree  that  the 
deeds  of  noble  princes  comprise  the  chief  matter  of  poetry  and  that  the 
registering  of  noble  names  is  one  of  its  chief  purposes,  James  VI  feels 
that  the  affairs  of  kings  are  materials  too  lofty  for  the  poet: 

Ye  man  also  be  war  of  wryting  any  thing  of  materis  of  commoun  wcill,  or 
uther  sic  grave  sene  subjectis  .  .  .  because  nocht  onely  ye  essay  nocht  your 
awin  Invention,  as  I  spak  before,  bot  lykewayis  they  are  to  grave  materis  for 
a  Poet  to  mell  in.32 

The  only  king  who  at  this  time  wrote  a  critical  treatise  wanted  no 
poets  meddling  in  his  business.  One  is  afraid  that  this  very  personal 
opinion  cannot  stand  against  the  overwhelming  tendency  of  the  crit- 
ics to  place  these  "grave  materis"  among  the  foremost  ones  of  poetry. 
Perhaps,  too,  James  was  thinking  of  topical  rather  than  historical 
writing.  If  so,  there  are  no  dissenters. 

The  classical  nature  of  the  bulk  of  Elizabethan  criticism  has  been 
often  remarked,  but  I  do  not  think  that  the  close  connection  between 
the  aristocratic  purpose  and  this  classicism  has  been  sufficiently  in- 
dicated. It  must  be  remembered  that  in  the  Renaissance  the  term 
"art"  covered  a  broader  field  than  it  does  today.  Not  only  were  the 
pageants  and  the  dances  which  played  such  a  large  part  in  courtly 
life  considered  art  forms,  but  the  very  forms  of  polite  living  were  felt 
to  come  within  the  domain  of  aesthetics.  To  the  new  Elizabethan 
aristocracy  the  acquisition  of  courtly  manners  was  a  conscious  artis- 
tic process.  As  we  have  remarked,  literary  works,  as  well  as  the  many 
courtesy  books,  were  written  to  train  the  aristocrat  in  formal  living. 
It  is  not  surprising,  then,  that  in  this  society,  consciously  attempting 
to  be  formal,  literary  criticism  should  put  emphasis  upon  the  formal 
and  decorous  element  in  art.  Thus,  whereas  the  great  art  of  the  period 
is  romantic,  the  criticism  is  strictly  classical.  The  ever-articulate  Spen- 

31  Sir  Philip  Sidney,  p.  259.      32  Ane  Schort  Treatise,  in  Smith,  I,  221. 
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ser  bears  witness  to  the  feeling  that  courtly  living  is  an  art.  Courtesy 
is  inseparable  from  the  court: 

Of  Court  it  seemes,  men  Courtesie  doe  call, 
For  that  it  there  most  useth  to  abound; 
And  well  beseemeth  that  in  Princes  hall 
That  vertue  should  be  plentifully  found, 
Which  of  all  goodly  manners  is  the  ground, 
And  roots  of  civill  conversation.33 

Although  the  young  nobleman  needs  training  in  the  art  of  living,  it 
is,  at  the  same  time,  something  inherent  in  his  blood  and  cannot  be 
acquired  by  a  low-born  person: 

True  is,  that  whilome  that  good  Poet  sayd 
The  gentle  minde  by  gentle  deeds  is  knowne. 
For  a  man  by  nothing  is  so  well  bewrayed, 
As  by  his  manners,  in  which  plaine  is  showne 
Of  what  degree  and  what  race  he  is  growne.34 

One  must  pause  here  to  note  how  very  central  to  our  problem  this 
quotation  of  Spenser's  is.  The  author  of  the  Faerie  Queene  was  familiar 
with  those  sections  of  //  cortegiano  which  we  have  used  in  the  part  of 
this  work  dealing  with  Italy  where  the  interlocutors  decide  that 
gentle  birth  is  a  prerequisite  for  gentle  manners.  Henry  Peacham  is 
even  more  positive  than  Castiglione.  He  declares  nobility  to  be  "of 
it  selfe  essential  and  absolute."35  In  Orlando  furioso  (36,  1)  Ariosto 
(whom  Spenser  had  read)  offers  the  reverse  of  this  proposition,  de- 
claring that  ungentle  birth  makes  for  ungentle  manners: 

Convien  ch'ovunque  sia,  sempre  cortese 
Sia  un  cor  gentil,  ch'esser  non  puo  altramente, 
Che  per  natura,  e  per  habito  prese 
Quel,  che  di  mutar  poi  non  e  possente. 
Convien,  ch'ovunque  sia  sempre  palese 
Un  cor  villan  si  mostri  similmente. 
Natura  inclina  al  male;  e  vienne  a  farsi 
L'habito  poi  difficile  a  mutarsi. 

As  gentle  manners  are  cultivated  as  an  art  in  the  Renaissance,  it  is 
not  surprising  that  the  same  requirements  are  demanded  for  the  pro- 

3 *  Faerie  Queene,  Book  VI,  canto  i,  st.  1.      34  Ibid.,  Book  VI,  canto  3,  St.  1. 
36  Peacham,  The  Compleat  Gentleman,  p.  3. 
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duction  of  art  as  for  gentle  manners.  What  is  true  of  gentle  manners 
is  equally  true  of  art;  gentle  blood  is  necessary.  In  order  to  buttress 
this  contention  the  aristocratic  critic  turns  to  the  Neoplatonists  and 
takes  from  them  the  idea  of  the  identity  of  the  good  and  the  beautiful. 
For  the  Renaissance  writers,  who  follow  Plato  as  seen  through 
the  eyes  of  Ficino,  the  beauty  of  outward  things  springs  from  the 
beauty  of  the  soul.  The  beauty  of  the  world  is  an  emanation  of  the 
spirit  of  God,  and  the  beauty  of  a  woman  is  a  result  of  the  formative 
energy  of  her  soul.  Spenser  denies  that  the  beauty  is  merely  a  ques- 
tion of  externals.  It  is  a  reflection  of  the  beauty  of  the  good  soul: 

How  vainely  then  doe  ydle  wits  invent, 

That  beantie  is  nought  else,  but  mixture  made 

Of  colours  faire,  and  goodly  temp'rament 

Of  pure  complexions,  that  shall  quickly  fade 

And  passe  away,  like  to  a  sommers  shade, 

Or  that  it  is  but  comely  composition 

Of  parts  well  measurd,  with  meet  disposition.36 

The  next  step  is  to  equate  the  good  and  the  aristocratic  ethic  from 
which  it  follows  that  beauty  and  aristocracy  are  one: 

For  all  that  faire  is,  is  by  nature  good; 
That  is  a  signe  to  know  the  gentle  blood.37 

No  doubt  this  feeling  for  form  in  life  springs,  too,  from  a  new 
consciousness  of  the  formal  character  of  the  new  state.  The  growth 
of  the  political  structure  from  a  collection  of  semi-independent  barons 
to  a  monarchy  headed  by  a  ruler  with  supreme  power  is  reflected  in 
literature  by  the  progression  from  the  poorly  constructed  productions 
of  the  Middle  Ages  to  the  more  artistic  forms  of  the  Renaissance. 
The  very  political  structure  of  the  state  is  conceived  of  as  a  work  of 
art.  Samuel  Daniel,  in  his  "Defence  of  Rhyme"  gives  us  this  concept: 

Let  us  go  no  further  but  looke  upon  the  wonderfull  Architecture  of  this 
state  of  England,  and  see  whether  they  were  deformed  times  that  could  give 
it  such  a  forme:  Where  there  is  no  one  the  least  piller  of  Majestie  but  was 
set  with  most  profound  judgement,  and  borne  up  with  the  just  conveniencie 
of  Prince  and  people:  no  Court  of  justice  but  laide  by  the  Rule  and  Square 

36  Spenser,  An  Hymne  in  Honour  of  Beautie,  11.  64-70.  See  also  Harrison,  Platonism  in  Eng- 
lish Poetry,  pp.  1 09  ff. 

37  Ibid.,  pp.  138-140. 
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of  Nature,  and  the  best  of  the  best  commonwealths  that  ever  were  in  the 
world:  so  strong  and  substantial  as  it  hath  stood  against  al  the  storms  of 
factions,  both  of  beliefe  and  ambition,  which  so  powerfully  beat  upon  it, 
and  all  the  tempestuous  alterations  of  humourous  times  whatsoever.38 

Saintsbury  points  out,  in  his  History  of  Criticism,  that  between  the 
date  of  Jonson's  "Timber"  (1625-1637)  and  the  date  of  Dryden's 
"Essay  of  Dramatic  Poesy"  (1668)  there  is  practically  no  substantial 
literary  criticism  in  England  save  for  the  prefatory  matter  to  Gondibert 
(1650). 39  Saintsbury  attributes  this  gap  to  the  disturbance  caused  by 
the  Civil  War.  It  seems  to  this  writer  that  mere  physical  disturbance 
is  not  sufficient  reason  for  this  cessation  of  critical  writing.  As  this 
whole  essay  has  pointed  out,  not  only  is  the  social  basis  of  English 
literary  criticism  before  the  Civil  War  aristocratic  but  also,  as  we  have 
seen  in  the  section  on  tragedy,  the  king  was  considered  to  typify  the 
highest  ideal  in  art.  If  the  purpose  of  this  criticism  was,  as  we  contend, 
aristocratic,  what  is  more  natural  than  that  it  should  pass  out  of  sight 
during  the  Puritan,  middle-class  domination  of  the  Commonwealth 
period,  to  reappear  with  the  Restoration  of  the  monarchy?  Does  not 
the  fact  that  it  disappeared  during  the  nonaristocratic  period  support 
our  thesis  that  this  criticism  is  aristocratic  in  purpose?  The  exception 
which  Saintsbury  mentions,  the  prefatory  matter  to  Gondibert,  was 
written  in  Paris  by  two  royalist  exiles,  a  fact  which  strengthens  our 
suppositions.  Naturally,  in  the  place  of  this  aristocratic  criticism,  one 
could  not  expect  a  new  type  to  spring  up  in  the  few  years  of  the 
Commonwealth.  A  new  tradition,  in  criticism  or  anything  else,  is  not 
started  so  easily.  Nevertheless,  we  can  find  indications  that  point  to  a 
different  conception  of  the  purpose  of  poetry.  Milton,  for  instance, 
says  that  poets  are  the  defenders  of  a  people's  liberty  and  the  "strenu- 
ous enemies  of  despotism."40  Here  we  have  a  purpose  of  poetry  which 
is  the  antithesis  of  the  monarchical-aristocratic.  It  is  explainable 
only  by  those  who  are  aware  that  a  change  in  the  social  structure 
of  society  is  reflected  in  even  the  most  abstract  realms  of  human 
thought. 

38  A  Defence  of  Rhyme,  in  Smith,  II,  372-373. 

39  History  of  Criticism,  II,  365.      40  Milton,  Works,  II,  241. 
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A  perfect  Judge  will  read  each  work  of  Wit 
With  the  same  spirit  that  its  author  writ. 

Pope 

LTHOUGH  most  of  us  are  well  aware  that  the  prevail- 
ing intellectual  spirit  of  the  Renaissance  was  aristo- 
cratic, we  do  not  always  remember  this  when  we  read, 
or  write  about,  its  literature.  We  are  conscious,  par- 
ticularly in  a  period  such  as  the  present,  when  we  stand 
pledged  to  the  victory  of  the  democratic  principle,  that  we  possess 
our  faith  because  we  live  later  than  the  American  and  the  French 
revolutions.  But,  inconsistently  and  illogically,  we  forget  that  those 
events  were  revolutions.  So,  it  is  all  too  easy  for  us  to  misinterpret 
Renaissance  literature.  The  Renaissance  literary  critics,  fortunately, 
made  their  social  attitudes  explicit,  and  this  fact  ought  to  make  it 
easier  for  us  to  understand  better  the  literature  of  the  age  for  which 
they  were  the  spokesmen. 

Since  even  a  sympathetic  reader  may  feel  that  he  has  occasionally 
been  lost  in  the  mass  of  illustrative  detail  and  the  division  into  na- 
tional sections  may  have  made  him  lose  sight  of  the  international 
character  of  the  ideas  discussed;  a  summary  of  the  main  points  I  have 
made  is,  perhaps,  not  out  of  place. 

I  have  examined  Renaissance  literary  criticism  in  the  light  of  the 
social  character  and  theory  of  the  age.  The  thinking  of  the  critics, 
based  upon  an  acceptance  of  the  social  hierarchy  then  existing,  was 
dominated  by  the  aristocratic  viewpoint.  Few  except  oligarchical 
theories  could  be  found  in  their  works,  and  they  assumed  that  mon- 
archy, or  the  aristocratic  republic,  was  the  ideal  form  of  government. 
An  awakened  national  feeling  in  France  and  England  colored  the 
literary  criticism.  In  disunited  Italy,  however,  nationalism  found  less 
place  in  the  critics'  thoughts. 

The  foremost  critical  problem  of  the  Renaissance  was  to  re-establish 
the  vernacular  as  a  literary  language.  In  France  and  England  the 
defense  of  the  "vulgar"  was  made  largely  on  patriotic  grounds.  The 
writers  on  language  declared  that  the  mother  tongue  was  equal,  if 
not  superior,  to  the  ancient  languages  and  urged  their  countrymen 
to  discard  Latin  and  write  in  the  vernacular.  Hence,  patriotic  writers 
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were  urged  to  re-establish  old  words,  make  new  ones,  and  enrich  the 
tongue  by  borrowing  from  other  languages.  Because  of  the  political 
disunity  of  Italy,  the  language  question  there  soon  degenerated  into 
a  squabble  between  the  Florentine  and  other  dialects.  The  interest 
aroused  by  the  controversy  helped  to  speed  an  early  victory  of  the 
vernacular. 

In  the  matter  of  diction,  the  critics  of  all  countries  were  agreed 
that  the  standard  should  be  the  speech  of  the  upper  classes.  Early  es- 
tablished was  the  concept  of  the  "King's  English."  For  the  purposes 
of  composition,  however,  three  styles — the  high,  the  middle,  and  the 
low — were  recognized,  a  division  which  corresponded  roughly  with 
the  class  divisions  of  society.  The  style  that  should  be  employed  was 
determined  by  the  nature  of  the  subject  matter. 

The  literary  genres  were  ranked  by  the  critics  according  to  the 
class  of  the  characters  therein.  Of  the  dramatic  forms,  tragedy  was 
placed  highest,  since  the  main  characters  were  kings  and  princes. 
The  demand  that  the  action  consist  of  battles  and  matters  of  high 
state  and  that  the  style,  costuming,  and  stage  setting  be  suited  to  the 
exalted  rank  of  the  characters  illustrates  the  social  nature  of  the 
criticism.  Comedy  was  conceived  of  as  concerning  itself  with  the  af- 
fairs of  people  of  the  middle  rank,  and  the  mean  style  was  here  proper. 
The  scenes  and  the  costumes  had  to  be  suitable  for  bourgeois  life. 
In  the  dramatic  satire  and  farce  the  characters  were  drawn  from  the 
lower  classes,  and  the  action  and  the  plot  had  to  be  fitted  to  their 
level.  Tragicomedy  was  often  condemned  on  the  grounds  that  in 
mixing  characters  of  various  classes  it  did  not  keep  decorum. 

For  most  of  the  critics  the  epic  or  heroic  poem  was  the  greatest  of 
the  poetic  forms.  Its  hero  was  a  king  or  a  prince,  and  its  story  that  of 
his  battles,  sieges,  and  fortunes.  The  highest  style  was  employed,  and 
the  images  and  descriptive  terms  had  to  suit  the  rank  of  the  hero. 
By  the  critics  of  England  and  France  the  epic  was  cherished  as  a 
vehicle  for  patriotic  expression.  The  Italian  critics  were,  for  the  most 
part,  unconcerned  with  this. 

Of  the  lyric  genres,  the  ode  ranked  highest.  It  devoted  itself,  pri- 
marily, to  praising  the  deeds  of  great  men  and  was  consequently 
written  in  the  high  style.  Ranked  near  the  ode  was  the  aristocratic 
sonnet.  The  pastoral  forms,  though  outwardly  dealing  with  shepherds, 
were  considered  suitable  for  political  comment,  since  the  pastoral 
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characters  could  portray  living  rulers.  Many  of  the  earlier  forms  of 
poetry  were  dismissed.  The  ballad,  rhyme  royal,  popular  farce,  and 
the  medieval  romances  were  often  scorned.  They  were  rejected, 
partly  because  the  classical  forms  were  preferred  to  those  of  the  un- 
learned Middle  Ages,  partly  because  they  were  in  too  great  vogue 
among  the  masses  to  be  acceptable  to  the  courtly  poets.  In  England 
the  circumstance  that  the  Renaissance  was  Protestant  and  the  past 
was  popish  strengthened  the  contempt  for  the  earlier  genres.  On  the 
other  hand,  writers  like  Sidney  and  Spenser  accepted  the  chivalric 
romances  as  means  of  teaching  the  aristocratic  virtues. 

Since  both  poets  and  critics  were  closely  connected  with  the  ruling 
aristocracies,  either  by  birth  or  by  the  system  of  patronage,  their 
definition  of  the  poet  was  in  aristocratic  terms.  In  an  age  when  learning 
was  limited  largely  to  the  upper  classes,  they  demanded  that  the  poet 
be  learned.  Most  thought  that  gentle  birth  was  requisite  for  the  prac- 
titioner of  such  an  exalted  art.  The  poet  was  warned  to  s' eloigner  du 
vulgaire,  to  scorn  popular  opinion,  and  to  model  himself  upon  the 
taste  of  the  learned  aristocracy.  He  was  warned  to  keep  decorum, 
that  is,  to  reproduce  in  his  poetry  the  distinctions  of  society,  to  make 
his  kings  act  and  speak  like  kings,  his  merchants  like  merchants,  and 
his  peasants  like  peasants,  and  to  keep  all  elements  in  his  poem 
suitable  to  the  rank  of  the  subject  matter. 

Like  its  themes  and  its  etiquette,  the  purpose  of  poetry  was  social. 
To  write  in  one's  native  tongue  was  to  perform  a  patriotic  function. 
Tragedies  were  meant  to  teach  kings  not  to  be  tyrants,  comedies  to 
purge  evils  from  private  life,  and  the  epic  to  present  a  pattern  of 
nobility  for  the  instruction  of  the  aristocracy,  as  well  as  to  glorify  the 
state.  The  immortalization  of  the  great,  the  poet's  patrons,  was  an 
important  function  of  the  lyric  genres.  Satire  performed  the  task  of 
chastizing  departures  from  the  accepted  norm  of  conduct. 

The  Renaissance  literary  critics,  formulating  their  laws  in  terms 
of  the  social  conditions  of  the  period,  were,  to  a  large  extent,  able  to 
solve  the  problems  with  which  they  were  faced.  They  succeeded  both 
in  establishing  the  national  vernacular  and  in  giving  form  to  the 
literature  and  life  of  their  own  and  the  following  age. 
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Absolutism,  10;  French  attitude  toward,  7 

Academic  de  V  art  poetique,  L'  (Deimier),  121 

Academies,  literary,  76 

Accademia  della  crusca,  Florence,   76 

Accademia  della  Nuova  Poesia,  55 

Aeneid  (Virgil),  162 

Aeschylus,  37/2 

Aesthetics,  close  connection  between  so- 
ciety and,  45,  225  ff. 

Aethiopica  (Heliodorus),  50 

Age  of  Despots,  1 9 

Alaham  (Greville),  178 

Alberti,  Leon  Battista,  12,  25;  defense  of 
vernacular,  23 

Alessandro,  Duke,  3 

Alexandrine,  best  substitute  for  Latin 
hexameter,  117;  used  only  for  "sujets 
eleves,"   130;  for  grave,  stately  matters, 

193 

Amadis  de  Gaule.  1 1 1 

Amaseo,  Romolo,  21 

Amours  de  Marie,  Les  (Ronsard),  139 

Anabaptists,  7 

Aneau,  Barthelemy,  94,  135;  Quintil  hora- 
tian,  124,  132,  142;  quoted,  138,  143 

Anti-Tuscans,  see  under  Language,   Italian 

Apologia  contra  I'autor  del  Verrato  (De  Nores), 
62 

Apology  for  Poetry  (Sidney),  169,  206 

Apparel,  laws  regulating,  183;  proclama- 
tion of  1559,  184 

Arcadia  (Sidney),  190,  224,  225 

Ariosto,  46,  1 10,  1 1 1 ;  quoted,  226 

Aristocracy,  poet  inseparably  bound  to,  65 ; 
linking-together  of  learning  and,  67,  1 19; 
transfer  of  power  from  feudal,  to  a  cen- 
tralized monarchy,  1 53 ;  dependent  upon 
poetry,  222 

"Aristocratic,"  identification  of  concepts 
of  "good"  and,  65,  227 

Aristocratic  bias  of  criticism,  see  Criticism; 
Critics;  Poet;  Poetry 

Aristophanes,  quoted,  72 

Aristotle,  14,  40,  49,  80;  critics,  belief  that 
they  were  following,  37,  38;  conception 
of  society  and  man,  38;  defense  of  poetry, 
70;  theory  of  catharsis,  72 

Art,  congruity  the  basis  of,  57;  flourishing 
time  for  pedagogical  theory  of,  69;  pleas- 
ure the  end  of,  78 

Arte  of  English  Poesie  (Puttenham),  165,  171, 
175,  180,  223 

Arte  poetica,  V  (Minturno),  42,  54,  64,  i88n 


Arthur,  tales  of,  1  \in,  206 

Art  of  Rhetor  ike,  (Wilson),  172,  206 

Art  poetique,  U  (Peletier),  94,  112,  133,  142, 

146 
Art  poetique  (Vauquelin),  1 1 1 
Art  poetique  franqois,  V  (Laudun),  101,  137 
Arts  poetiques,  1 49 
Ascham,  Roger,  158,  200,  201 ;  quoted,  157, 

203,  204 
Asolani  (Bembo),  25 
Astree  (Urfe),  135 
Augustus,  143 

Bacon,  Francis,  157;  quoted,  10 

"Bad"  and  "good"  used  in  class  sense,  215 

Baif,  Lazare  de,  1 19;  quoted,  101,  105,  i26rc 

Baldwin,  Frances  Elizabeth,  183 

Ballads,  201,  231 

Bandello,  Matteo,  27 

Basilicon  Doron  (James  VI  of  Scotland),  8 

Beaumont  and  Fletcher,  205 

Beautiful  and  the  good  identified,  65,  227 

Beccadelli,  Antonio,  76 

Bembo,  Carlo,  25 

Bembo,  Pietro,  12,  21,  28,  30,  55,  77;  con- 
version to  the  vernacular,  25;  quoted,  53 

Ben  Jonson  .  .  .  (Castelain),  179 

Bible,  translation  into  vernacular,  13;  de- 
mand for  in  French,  84;  translation  for- 
bidden by  Sorbonne,  84;  demand  for  in 
English,  1 54  ff. ;  Tyndale's  translation, 
155;  New  Testament  translations,  155, 
156;  "Matthew  Bible,"  156 

Biondo,  Flavio,  21 

Boccaccio,  Giovanni,  64,  175;  influence  of 
work  on  the  vernacular,  22;  the  language 
he  wrote  in  a  matter  of  controversy,  27, 
3i,  32 

Bodin,  Jean,  9 

Boiardo,  Matteo,  1 1  o 

Bologna,  4;  partisans  of  Latin  at,  21 

Bolton,  Edmund,  quoted,  172 

Borgia,  Cesare,  19 

Boscoli,  Paolo,  3 

Brereton,  Claudesley,  76 

Brooke,  Lord,  see  Greville,  Fulke 

Broadside  ballad,  201 

Bruni,  Leonardo,  20 

Brunot,  Ferdinand,  quoted,  86 

Brutus,  2 

Buchanan,  George,  7,  157 

Burckhardt,  Jacob,  quoted,  24 

Butcher,  Samuel,  37 
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Calcagnini,  Celio,  22 

Calmeta,  II,  28 

Calvin,  John,  85;  political  viewpoint,  7 

Campion,  Thomas,  181,   191;  quoted,  201 

Canale,  Martino  da,  83 

Capriano,  Giambattista,  70 

Carew,  Richard,  160 

Caro,  Annibale,  55 

Cassandre  et  Cleopdtre  (La  Calpremede),  135 

Castelain,  Maurice,  1 79 

Castellano  (Trissino),  27 

Castelvetro,  Lodovico,  1,14,  28,  34,  39,  40, 
47,  49>  5i.  54".  59>  63>  75»  77~8i ;  quoted, 
38,  41,  43,  44,  50,  77  ff. ;  departures  from 
accepted  critical  tenets,  78;  audience, 
the  people,  79;  able  to  throw  off  preju- 
dices of  his  age  and  class,  81;  English 
critics  borrowed  from,  174 

Castiglione,  Baldassare,  2,  12,  15,  53,  67, 
73,  162,  219,  226;  interest  in  courtier's 
tongue,  28;  quoted,  66,  67,  68,  74 

Catharsis,  Milton's  conception  of,  188 

Catholic  League,  83 

Cauldwell,    Christopher,    pseud.,    quoted, 

154 
Cecchi,  G.,  61 

Certayne  Notes  of  Instruction  (Gascoigne),  167 
Champfleury  (Tory),  97 
Chanson,  132,  1 35  f. 
Chant,  132 

Chapman,  George,  quoted,  162,  176 
Characterization,  congruity  an  aid  to,  57 
Charles  V,  Emperor,  21 
Charles  VIII,  king  of  France,  95 
Chaucer,  Geoffrey,    175,  204;  condemned 

for   borrowing   words,    166;   a   "well   of 

English  undefyled,"  i66« 
Cheke,  Sir  John,  quoted,  164 
Chrestien  de  Troyes,  83 
Christs  Teares  over  Jerusalem  (Nash),  164 
Church,  co-ordinated  and  sanctioned  feudal 

domination,  83;  transfer  of  power  from, 

to  a  centralized  monarchy  in  England, 

153;  revolt  against  authority  of,  linked 

with  social  movements,  154 
Cicero,  controversy  over,  20  ff. 
Cinthio,  Giraldi,  14^,  57,  63,  77 
Civile  Conversation  (Guazzo),  160 
Classicism,  74 

Claude  de  Seyssel,  95;  quoted,  97 
Clement,  vii,  21 
Cleopatra  (Daniel),  179 
Colasterion  (Milton),  187 
Colet,  John,  1 56 


Colli,  Vicenzo  [II  Calmeta],  28 

Colloques  (Cordier),  86 

Comedy,  essential  difference  between  trag- 
edy and,  37  ff.,  105  ff.,  128,  180;  dealt 
with  middle-class  life,  41  ff.,  passim,  181, 
230;  stage  setting:  purpose,  44;  a  pure 
genre,  61;  adjusts  citizens  to  life  of  the 
state,  62;  subjects,  105  ff.,  180;  purpose, 
108,  109;  style  and  diction,  108,  181,230; 
classical  ideal,  180;  see  also  Farce 

Comedy  (Divine),  started  in  Latin,  22 

Comic  characters,  42,  43 

Commento  .  .  .  sopra  alcuni  de  suoi  sonetti  (Lo- 
renzo de'  Medici),  26 

Commines,  Philippe  de,  140 

Compleat  Gentleman  (Peacham),  194 

Congruity,  57 

Contributo  alio  studio  deW  Italianismo  in 
Francia  III  (Tracconaglia),  95 

Coqz  a  I'Asne,  1 32 

Cordier,  Mathurin,  quoted,  86 

Cornelie  (Gamier),  179 

Correctness,  standard  of,  the  usage  of  aris- 
tocracy, 55 

Corrivaus,  Les  (La  Taille),  106 

Cortegiano,  11  (Castiglione),  28,  31,  53,  55, 
56,  67,  68,  162,  226 

Cortese,  Paolo,  2 1 

Council  of  Ten,  Venice,  3 

Courtesy  books,  218,  224,  225 

Courtier,  language  of  the,  28  ff. ;  reluctance 
to  publish  his  verse,  68;  function  of 
poetry  to  perfect,  74,  224;  manuals  of 
the,  75;  see  also  Gentleman 

Courtier  (Castiglione),  see  Cortegiano,  II 

Court  poet,  1 46  f. 

Crane,  W.  G.,  1 

Criticism,  affected  by  social  and  political 
ideas  of  the  age,  1  ff. ;  democratic  ele- 
ments in  fight  for  vernacular,  12;  domi- 
nant note  aristocratic,  13;  styles  corre- 
spond with  class  divisions  of  society,  230 

English:  rose  and  fell  with  monarchy, 

8;  age  of  Elizabeth,  10;  effect  of  down- 
fall of  monarchy,  1 1 ;  fight  to  establish 
English  as  a  literary  tongue,  12,  153-73; 
dichotomy  between  practice  of  poetry 
and,  130;  drama,  174-89;  little  patriot- 
ism in  dramatic,  174;  social  basis,  174; 
Milton,  1858".;  epic,  190-96;  scorn  for 
the  people,  197-202;  opposition  to  medi- 
eval romances,  203-7;  decorum  and  the 
minor  genres,  208-14;  tne  poet,  215-19; 
his  purpose,  219-28;  classical  nature  of 
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bulk  of  Elizabethan  emphasis  upon  the 
formal  and  decorous,  225;  gap  during 
Puritan  domination  of  commonwealth, 
228;  colored  by  nationalism,  229 

French:  contempt  for  the  people,  6  f., 

1 19-27;  lack  of  liberalism,  8;  fight  for  the 
vernacular,  12,  82-100;  nationalistic 
tone,  96;  drama,  101-9;  epic,  1 10-18; 
aristocratic  bias,  119;  decorum  and  the 
minor  genres,  128-40;  the  poet,  141-49; 
his  purpose,  1 49-52 ;  colored  by  national- 
ism, 229 

Italian:    intellectual    background,    2; 

fight  for  the  vernacular,  16—36;  theories 
of  the  drama,  37-45;  the  epic,  46-52; 
scorn  for  the  people,  53-56;  decorum 
and  the  minor  genres,  57-63;  the  poet 
and  the  purpose,  64-77;  Castelvetro,  77— 
81;  originality  neither  aimed  at  nor  at- 
tained, 77 

Critics,  established  national  vernacular  and 
gave  form  to  literature  and  life  of  their 
own  and  following  age,  231 

■ English:   less  favorable  to  borrowing 

than  the  French,  164;  pronouncements 
borrowed  from  Italian  or  French  critics, 
174;  condemn  plays  that  fall  short  of 
classical  rules,  182;  attitude  toward 
popular  poets,  198 

French:  belief  in  monarchy,  g;  classi- 
cal usage  appealed  to  by,  102;  contempt 
for  Middle  Ages,  131;  nationalistic  in 
purpose,  151;  pronouncements  of  Eng- 
lish critics  borrowed  from.  174 

Italian:  aristocratic  bias,  6,  53—56,  57; 

international  attitude,  13,  50;  placed 
epic  in  supreme  position,  14;  took  au- 
thoritarian position,  15;  pronounce- 
ments of  English  critics  borrowed  from, 

174 
Croce,  Benedetto,  6g 
Cynthia's  Revels  (Jonson),  166 

Dacier,  Andre,  102 

Daniel,  Samuel,  179;  quoted,  159,  227 

Daniello,  Bernardino,  4g,  71,  77 

Dante,  3,  61,  82,  83;  quoted,  16,  17;  ideas 
on  language  influenced  by  political  sit- 
uation, 16  ff.,  27;  influence  of  work  in 
vulgar  tongue,  22;  wrote  in  Italian,  not 
Tuscan  according  to  Trissino,  27;  really 
wrote  Florentine,  32 

Davanzati,  Bernardo,  30 

Davenant,  William,  189/1 


De  casibus  virorum  illustrium  (Boccaccio),  1 75 

Decasyllable,  1 1 7 

Decorum,  Homer  condemned  for  lack  of, 
1471;  in  Italian  criticism,  57—63;  mean- 
ing, 57;  of  character,  59;  meaning  to 
French  critics,  128-40;  essentially  a  class 
concept,  181;  English  drama  said  to 
lack,  182;  Milton's  conception,  185;  in 
English  criticism,  208-14;  term,  208 

De  divisione  ac  utilitate  omnium  scientarum 
(Savonarola),  70 

"Defence  of  Rhyme"  (Daniel),  227 

Defense  et  illustration  .  .  .  La  (Du  Bellay),  89, 
92,  no,  130,  138,  142,  143,  148,  153 

Defense  of  Poesy  (Sidney),  153 

Deimier,  Pierre  de,  quoted,  121 

De  jure  regni  (Buchanan),  8 

Dekker,  Thomas,  quoted,  166 

Del  gov er no  della  famiglia  (Alberti),  12 

"De  l'institution  des  enfans"  (Montaigne), 
146,  148 

Della  Casa,  Giovanni,  i88n 

Della  famiglia  (Alberti),  23 

Della  Fiorenza  difesa  .  .  .  (Villani),  47 

Delia  imitatione  poetica  (Parthenio),  54 

Dell' arte  poetica  (Tasso),  58 

Delia  tragedia  (De  Nores),  3g 

Della  tranquillita  delVanimo  (Alberti),  23 

Della  vera  poetica  (Capriano),  70 

Democratic  spirit,  in  fight  for  the  vernac- 
ular, 1 2 ;  in  certain  aspects  of  Reforma- 
tion movement,  1 3 

De  Nores,  Jason,  3g,  62,  72,  73,  78;  quoted, 

40,  43.  44.  45>  48,  49.  5'»  6l 
De  Sanctis,  Francesco,  quoted,  46 
Despotism,    in    Italy,    2,    ig;    anti-despot 

plots,  3;  poets  the  enemies  of,  228 
Deux    dialogues    du    nouveau    langage  francois 

Italianize  (Estienne),  g5 
De  vulgari  eloquentia  (Dante),  16,  27 
Dialects,  see  under  Language 
Dialogi  ad  Petrum  Histrum  (Bruni),  20 
Dialogi  della  inventione  poetica  (Lionardi),  66 
Dialogo  intorno  alia  lingua  (Machiavelli),  32 
Dialogue  (More),  155 
Diction,   English,   i6g;  class  arguments  to 

determine,   173;  standard  the  speech  of 

upper  classes,  230 
Didactic  poem,  i3g 
Digby,  Sir  Kenelm,  quoted,  2i8rc 
Discorsi  poetici  (Summo),  63 
Discourse  of  English  Poetry  (Webbe),  1 77 
Divers  Ancient  Monuments  in  the  Saxon  Tongue 

(L'Isle),  166 
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Divine  right,  215 

Divine  right  of  kings,  9;  opposed  in  Eng- 
land, 1 1 

Doge  of  Venice,  3 

Dolet,  Etienne,  86,  92,  g8 

Drama,  English,  174-89;  theorists  contra- 
dicted by  popular,  of  playhouses,  108; 
English,  very  nationalistic,  174;  hier- 
archy of  subject  matter,  175;  attempt  to 
write  plays  after  classical  model,  179; 
rank  of  characters  determines  style,  181; 
blank  verse  for  serious  and  prose  for 
comic  sections,  181;  lack  of  decorum, 
182,  212;  approach  to,  biased  by  social 
conventions,  183;  doctrine  of  decorum 
did  not  remain  purely  in  realm  of 
theory,  213 

French:  reflects  social  structure  of  the 

age,    1 01— 9;    decorum    in,    la    bienseance, 

I28ff. 

Hindu:  class  distinction  in,  128 

Italian,  37-45;  social  basis  of  literary 

critics  ideas  on,  37 
Dramatic  criticism,  little  patriotism  in,  1 74 
Dramatic  forms,  230 
Draper,  John  W.,  quoted,  217/2 
Drayton,  Michael,  190 
Du  Bartas,  Guillaume,  104 
Du  Bellay,  Joachim,  17,  82,  120,  124,  125, 

138,  142—  50 passim,  153;  quoted,  14,  no, 

H5'  ir9>  !3°>  !35>  '37;  %ht  for  the 
vernacular,  87-94  passim;  composition 
in  Italian,  95;  asked  poet  to  substitute 
classical  forms  for  popular,  131,  148;  ac- 
cused of  pedantry,  132;  disapproval  of 
satire,  133;  English  critics  borrow  from, 
174 
Du  Monin,  Jean-Edouard,  quoted,  124 
"Du  pedantisme"  (Montaigne),  147 

Eclogue,  133 

Eclogue  au  Roy  .  .  .  (Marot),  134 

Eclogues  (Ronsard),  135 

Eden,  Richard,  165 

Edmund  Spenser  (Renwick),  16 

Education,  see  Learning 

Edward  VI,  king  of  England,  156 

Edward,  Richard,  2ogn 

E.  K.,  167,  199;  quoted,  165,  209,  211 

Electra  (Sophocles),  101 

Elegie  a  Jacques  Grevin  (Ronsard),  102 

Elegie  a  J.  de  La  Peruse  (Ronsard),  144 

Elementarie  (Mulcaster),  160 

Elizabeth,    queen   of  England,    216,    217; 


dominance  of  nationalism  in  reign  of, 
156;  growth  of  language  and  of  country 
under,  169;  Gorboduc  written  to  inculcate 
lesson  in  mind  of,  178;  class  antagonisms 
restrained  in  reign  of,  205;  purpose  of 
Faerie  Queene  to  praise,  224 

Elizabethan  Critical  Essays  (Smith),  212 

Elyot,  Sir  Thomas,  157;  quoted,  169 

Empson,  William,  134,  135 

England,  Renaissance  attempt  to  establish 
English  as  a  literary  tongue,  12,  153—76; 
democratic  spirit  in  fight  for  vernacular, 
12;  rise  of  middle  class  meant  rise  of 
Protestantism,  83;  parallel  critical  de- 
velopment in  France  and,  153;  national 
unity  as  against  feudal  separatism,  153; 
nationalism,  154,  156,  190,  223,  229; 
Elizabethan  patriotism  found  in  argu- 
ments for  the  vernacular,  161;  society 
dominated  by  aristocratic  mores:  in- 
fluence of  kings  on  national  tongue,  168; 
drama,  174-89;  social  basis  of  con- 
sciously aesthetic  writings,  174;  social 
change:  commonwealth,  185;  epic,  190- 
96;  scorn  for  the  people,  197-202;  oppo- 
sition to  medieval  romances,  203-7; 
class  antagonisms  in  reign  of  James  I, 
205;  decorum  and  the  minor  genres, 
208-14;  the  poet,  215—19;  his  purpose, 
219-28;  growth  of  political  structure  re- 
flected in  literature,  227;  see  also  under 
Criticism;  Critics;  Language;  Poet; 
Poetry 

Epic,  supreme  position,  14,  46,  47,  112, 
191,  230;  Italian  theories  of,  46-52; 
hero,  48;  social  class  of  characters,  48; 
subject  matter,  49,  113,  192;  technical 
means  of  keeping  on  aristocratic  level, 
50;  function,  51;  instructs  heroism,  62; 
in  France,  1 10—18;  nationalistic  aspects 
in  France  and  England,  iioff.,  190; 
aristocratic  form,  112,  115,  191;  tone, 
style,  words  and  meter,  115  ff. ;  purpose, 
118,  193;  in  England,  190-96 

Epigram,  139 

Erasmus,  8,  21,  22,  85,  156 

Erastianism,  10 

Ercolano  (Varchi),  33 

Essex,  Earl  of,  222 

Estienne,  Henri,  95,  98;  quoted,  88,  91,  92, 
96,  98,  99 

Estienne,  Robert,  quoted,  99 

Eugene  (Jodelle),  107 

Everyman  in  His  Humor  (Jonson),  181 
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Fabri,  Pierre,  quoted,  132 

Faerie  Queene  (Spenser),  190,  197,  210,  213, 
217,  224;  purpose,  193,  195;  purpose  of 
dedicatory  sonnets,  222 

Faithful  Shepherdes,  The  (Fletcher),  182 

Fall  of  Princes  (Lydgate),  1 75 

Farce,  61,  132,  230,  231 

Farnham,  Willard,  1 75 

Fellowes,  Robert,  186 

Feudal  aristocracy,  see  under  Aristocracy 

Ficino,  Marsilio,  76 

Fioretti,  Benedetto,  33 

"First  Defense"  (Milton),  188 

Firth,  Sir  Charles,  201 

Fletcher,  Giles  (the  Elder),  quoted,  160,  164 

Fletcher,  John,  176,  182 

Florence,  cultural  customs:  government,  4; 
helped  to  enslave  other  republics,  4;  most 
liberal  tradition  in  Italy,  1 2 ;  seed  ground 
of  intellectual  awakening,  19;  desire  of 
anti-Tuscans  to  take  palm  away  from, 
27;  Platonic  Academy,  76;  Accademia 
della  crusca,  76 

Florentine  language,  see  under  Language, 
Italian 

Florio,  John,  169 

Form,  preoccupation  with,  74 

Four  Prentices  of  London  (Heywood),  205 

Fracastoro,  Girolamo,  59,  67 

France,  Renaissance  political  theories,  6; 
battlefield  of  politico-religious  ideas,  7; 
divine  right  of  kings,  9;  fight  for  the 
vernacular,  12,  82-100;  cultural  domi- 
nance of  neoclassical  period,  13;  Louis 
XIV,  15;  attitude  towards  learning,  53; 
social  developments,  82;  rise  of  middle 
class  meant  rise  of  Protestantism,  83;  na- 
tional language  essential  to  unity,  88,  97; 
spirit  of  nationalism,  88,  93,  22g;  taste 
for  elaborateness,  92;  Italian  influence 
in  court,  95;  drama,  101-9;  epic,  110- 
18;  scorn  for  the  people,  119-27;  de- 
corum and  the  minor  genres,  128-40; 
the  poet,  141-49;  his  purpose,  149-52; 
parallel  critical  development  in  England 
and,  153;  see  also  under  Criticism,  Critics; 
Language;  Poet;  Poetry 

Franciade  (Ronsard),  47,  1  r  1 ,  117 

Francien,  83,  93 

Francis  I,  king  of  France,  82,  83,  95,  97 

Francisci  Floridi  Sabini  in  L.  Accii  Plauti  .  .  . 
(Sabino),  21 

Franklin,  Benjamin,  145 

Frederick  II,  Emperor,  18 


Frederick  the  Wise,  85 
Fregoso,  Federico,  25 
Fuller,  Thomas,  10 

Galateo  (Della  Casa),  i88re 
Gamier,  Robert,  103,  104,  108,  179 
Gascoigne,  George,  167;  quoted,  165 
Gelli,  G.  B.,  12,  34;  quoted,  35 
Genealogia  deorum  gentilium  (Boccaccio),  64 
Genres,  minor,  57-63;  pure  and  mixed,  61; 

three  great,  62 
Gentleman,   Italian,   a  conscious  work  of 

art,  24;  poetry's  purpose  to  perfect,  151; 

see  also  Courtier 
Geography  (Strabo),  66 
Gil,  Alexander,  158 
Gilio   da   Fabriano,    Andrea,    55,    67,    76; 

quoted,  59,  65 
Giraldi  Cinthio,  Giambattista,  39,  41,  44, 

46;  quoted,  40 
Girolamo,  Fra,  70 
Golding,  Arthur,  167 
"Good"  identified  with  aristocratic  and  the 

beautiful,  65,   227;   and  "bad"   used  in 

class  sense,  65,  215 
Gorboduc,  1 78 

Gosson,  Stephen,  203,  204,  220 
Grace,  an  attribute  of  the  courtier,  68 
Grammaire  (R.  Estienne),  99 
Greene,  Robert,  218 
Greville,  Fulke,  11,  178;  quoted,  179 
Grevin,  Jacques,  132 
Grey,  Lady  Jane,  2 1 7 
Griselda  (Boccaccio),  22 
Grocyn,  William,  156 
Guarini,  Giambattista,  62 
Guazzo,  Steeven,  quoted,  160 
Guicciardini,  Francesco,  4;  quoted,  5 
Guise,  Duke  of,  83 
Guittone  d'Arezzo,  18 

Habert,  Francois,  90 

Hall,  Joseph,  quoted,  206 

Harington,  Sir  John,  178;  quoted,  192,  194 

Henri  II,  king  of  France,  95 

Henry  IV,  king  of  England,  154 

Henry  VIII,  king  of  England,  155;  country 

a  center  of   new    learning    under,  156; 

interest  in  vulgar  tongue,  169 
Henry  VIII  (Shakespeare  and  Fletcher),  1 76 
Herberay  des  Essarts,  1 1 2 
Herbert,  Lord,  155/2 
Herculeide  (Peletier),  113 
Hercules,  g2rc,  113 
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Heroic  poern,  see  Epic 

Herrick,  M.  T.,  i88«,  219 

Hexameter,  most  fitting  for  long  historical 

poem,  193 
Hexametrists,  201,  217 
Heyken,  Peter,  quoted,  160 
Heywood,  205 

History  of  Criticism  (Saintsbury),  228 
Hitler,  Adolf,  4 
Hobbes,  Thomas,  1 87^2,  i8gn 
Hoby,  Sir  Thomas,  157,  162 
Holland,  Philemon,  167 
Holy  Roman  Empire,  possibility  of  Italian 

unity  under,  19 
Homer,  14,  47,  53,  162,  190 
Horace,  53,  55,  70,  120,  175,  197 
Humanists,   snobbery,   5;   attitude   toward 

re-establishment  of  the  vulgar,  85 
Hypercritica  (Bolton),  172 

Iambic  verse  suitable  for  tragedy,  181 

Idillies  (Laudun),  quoted,  135 

Idyl,  46 

Illusion  and  reality  (Cauldwell),  154 

Imitation,  borrowing  among  literary  crit- 
ics, 1 ;  the  attempt  to  create  moral-po- 
litical ideal  of  ancient  Rome  in  Renais- 
sance society,  14;  Castelvetro  rejects 
idea,  80;  improvement  of  French  by, 
91  ff. ;  concept  of,  as  borrowing  from  the 
ancients,  148;  growth  of  doctrine  of,  152; 
as  means  of  enriching  English  language, 
163 

Inkhornisms,  English  use  of,  165,  166 

Inquisition,  6 

Institution  de  la  religion  chretienne  (Calvin),  85 

Isle  de  France,  language  of,  83 

Italia  liber ata  dei  Goti,  V  (Trissino),  47 

Italy,  Renaissance  called  age  of  despots: 
government,  2  ff. ;  desire  for  unification, 
4,  16,  19;  political  nationalism,  6;  Flor- 
entine tradition  the  most  liberal  in,  12; 
fight  for  the  vernacular,  16-36  {see  also 
Language,  Italian);  separatist  tenden- 
cies, 16;  social  changes,  19;  propaganda 
for  a  national  monarchy  blocked  by  re- 
publics, 19;  conditions  for  a  polite  society 
first  grew  up  in,  24:  local  patriotism  and 
class  consciousness,  36;  drama,  37-45; 
the  epic;  46-52;  love  of  display,  50; 
critics'  scorn  for  the  people,  53-56;  de- 
corum and  the  minor  genres,  57-63;  the 
poet,  64-69;  purpose  of  poetry,  69-77; 
Castelvetro,  77-81   (see  also  Castelvetro); 


influence  on  French  language,  95,  99; 
see  also  Criticism;  Critics;  Language; 
Poet;  Poetry 

James  VI  of  Scotland  (James  I  of  England), 
8,  193,  210,  219;  quoted,  10,  11,  225; 
class  antagonisms  in  reign  of,  205;  be- 
lieved affairs  of  kings  too  lofty  for  poet, 
225 

Jodelle,  Etienne,  108;  quoted,  107 

Jonson,  Ben,  181,  209,  211;  quoted,  166, 
170,  179;  class  nature  of  his  theory  of 
humors,  2 1 3 

Jusserand,  J.  J.,  quoted,  205 

Justin  (Claude  de  Seyssel),  97 

King  John  (Shakespeare),  223 

Knight  of  the  Burning  Pestle  (Beaumont  and 

Fletcher),  205 
Knox,  John,  7 

Kristeller,  Paul  O.,  quoted,  Jon 
Kyd,  Thomas,  176,  179 

La  Calprenede,  135 

La  Franciade  (Ronsard),  150 

La  Fresnaye,  see  Vauquelin  de  la  Fresnaye 

Langdon,  Ida,  186,  i88n 

Language,  pleas  for  the  vernacular  opened 
way  for  coming  of  political  democracy, 
13;  center  of  critical  activity,  16 

English:   democratic  spirit,   12;   fight 

for  vernacular,  12,  153-73;  had  to  en- 
dure domination  of  an  outside  tongue, 
153;  demand  for  Bible  in,  1546°.;  in- 
fluence of  Protestant  Reformation,  154; 
equality  to  other  tongues,  159;  Eliza- 
bethan patriotism  found  in  arguments 
for,  161,  174,  229;  foreign  opinions  of, 
161;  translation  as  method  of  enriching, 
162;  borrowing  foreign  words,  163;  pro- 
test against  foreign  importations,  164  ff.; 
Italianate  affectation,  166;  Elizabethan 
confusion  toward  language  of  Chaucer, 
166;  restoration  of  Old  English  words 
advocated,  167;  resolution  by  London 
Brewers  adopting,  as  their  official  lan- 
guage, 168;  court  speech  the  best  pattern 
of  spoken,  170,  171;  East  Midland  dia- 
lect the  standard  English  of  today,  170; 
see  also  under  Criticism;  Critics 

French:   democratic  spirit,    12;   fight 

for  vernacular,  12,  82-100;  dialects,  83, 
93;  official  in  legal  contracts,  83,  97;  de- 
mand for  Bible  in,   84   (see  also  Bible); 
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stand  of  Catholic  Church  against,  85; 
professions  closed  to  those  who  spoke 
only,  87;  essential  to  national  unity,  88, 
97;  needed  improving,  90;  enriching  of, 
91,  121  f.;  by  imitation,  91;  influence  of 
Italy,  95,  99;  political  aspects  of  ques- 
tion, 97;  writers  commanded  to  publish 
in,  g8;  usage  of  court  the  only  correct 
usage,  98;  codified  into  a  strict  system 
under  Louis  XIV,  99;  separation  of  lit- 
erary dialect  from  vulgar  speech,  100; 
national  pride  the  driving  force  toward 
building,  100,  229;  nationalistic  argu- 
ment used  to  establish  vulgar  as  a  lit- 
erary language.  1 72 

— Italian:  fight  for  re-establishment  of 

vernacular,  6;  influence  of  Florentine 
liberalism,  12;  Dante's  ideas,  16  ff. ;  de- 
fense of,  against  Latin,  20  ff.;  influence 
of  Latinists  in  Italy  counterbalanced 
work  of  Dante,  Petrarch,  and  Boccaccio, 
t2;  general  defense  of  vulgar  a  patriotic 
one,  26;  Tuscan  dialect,  26,  27,  30;  anti- 
Tuscan  faction,  27,  31,  34;  courtier's 
tongue,  28  ff.;  history  of  vernacular  re- 
flects national  and  sectional  differences, 
and  class  basis  of  society,  30;  rival  camps 
within  rank  of  supporters  of  Florentine, 
30  ff. ;  arguments  rename  for  vernacular, 
32  ff.;  literary,  identical  with  pure  Flor- 
entine, 32;  fight  to  keep  speech  of  the 
people  out  of  the  vernacular,  56;  ques- 
tion degenerated  into  squabble  between 
Florentine  and  other  dialects,  230 

Latin:  defense  of  Italian  against,  as  a 

literary  language,  20  ff. ;  domination  dur- 
ing quattrocento,  20;  dominance  in  France, 
86;  fate  bound  up  with  institutions  which 
wished  to  preserve  old  order,  85 

Langue  d'oc,  83 

La  Peruse,  Bastier  de,  quoted,  127 

LaTaille,  Jacques  de,  115,  122;  quoted,  123 

La  Taille,  Jean  de,  132;  quoted,  106,  133 

Latin,  see  Language;  Latin 

Latini,  Brunetto,  83 

Laud,  William,  10 

Laudun,  Pierre  de,  120,  124,  137,  139; 
quoted,  101,  102,  134,  135,  138 

Laws,   French:   aristocratic  character,    109 

Learning  an  aristocratic  privilege,  66,  119, 
148,  217;  despised  in  Middle  Ages,  147; 
attempt  to  spread,  considered  middle- 
class  and  democratic,  174;  necessary  for 
formation  of  perfect  courtier,  2 1 8 


Le  Caron,  Louis,  quoted,  120 

Lefevre  d'Etaples,  Jacques,  quoted,  84 

Legal  contracts,  language  of,  in  French,  83 

Lenzoni,  Carlo,  33 

Levellero,  1 1 

Liberty,  poets  the  defenders  of,  228 

Linacre,  Thomas,  156 

Lionardi,  Alessandro,  67;  quoted,  6on,  66 

L'Isle,  William,  1670;  quoted,  166,  172 

Literary  Profession  in  the  Elizabethan  Age,  The 

(Sheavyn),  73 
Literature,  task  of  remolding  society,   14; 

see  also  under  Criticism;  Language;  Poetry 
Livy,  167 

Lodge,  Thomas,  176,  215 
Logonomia  Anglica  (Gil),  158 
Lombardy,  customs,  56 
Louis  XI,  king  of  France,  82,  83 
Louis  XII,  king  of  France,  4,  95 
Louis  XIV,  king  of  France,  99 
Luther,  Martin,  8.  155;  quoted,  7 
Lydgate,  John,  1 75 
Lyly,  William,  156 
Lyric,  61,  230 

Machiavelli,   Niccolo,    19;   desire  to  unify 
Italy,  4;  partisan  of  modern  Florentine, 

3*»  32 

Maecenas,  143 

Manfred,  King,  18 

Maniere  de  bien  traduire  d'une  langue  en  autre, 

La  (Dolet),  86 
Manners,     courtly,     a     conscious     artistic 

process,  225  ff. 
Marc-Antoine  (Gamier),  179 
Marguerite  d'Angouleme,  95 
Marot,  Clement,  125,  126,  134 
Marston,  John,  166 
Marvellous,  the,  80 
Mathieu,  Abel,  quoted,  99 
"Matthew  Bible,"  156 
Matthews,  Toby,  158 
Matthews,  William,  172/2 
Mazzoni,  Jacopo,   44,   5372,    71;   theory  of 

tragedy,  37  ff. 
Meaning  of  Spenser's  Fairyland  (Rathborne), 

IQo 
Medici,    Catherine    de',    95,    96;    French 

court  under  influence  of,  99 
Medici,  Cosimo  de',  4 
Medici,  Giuliano  de',  25 
Medici,  Laodamia  de',  3 
Medici,  Lorenzino  de',  3 
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Medici,  Lorenzo  de',  4;  aid  in  reviving 
literature  in  vulgar  tongue,  12,  24; 
quoted,  26 

Medieval  Heritage  of  Elizabethan  Tragedy 
(Farnham),  175 

Meigret,  Loys,  98 

Menaphon  (Greene),  218 

Meres,  Francis,  204 

Merry  Wives  of  Windsor  (Shakespeare),  172 

Middle  Ages,  contempt  for,  131;  attitude 
toward  learning,  147;  desire  to  depart 
from  formless  barbarism  of,  152 

Middle  class,  psychology,  43;  victory  of 
monarchy  in  England  hastened  growth 
of,  1 53 ;  stories  of  knights  and  ladies  alien 
to,  204;  aristocratic  attitude  toward,  205 

Middleton,  Thomas,  182;  quoted,  183 

Milan,  4 

Milton,  John,  1,  9,  11,  228;  literary  criti- 
cism: conception  of  decorum,  185;  theo- 
ries of  tragedy,  1 86  ff. ;  medico-social  con- 
ception of  catharsis:  class  attitude,  1 88 

Milton's  Theory  of  Poetry  and  Fine  Art  (Lang- 
don),  186 

Minturno,  Antonio,  40-51  passim,  58,  61, 
65,  66,  67,  75,  77,  \88n;  quoted,  54,  55, 
60,  64;  English  critics  borrowed  from,  1 74 

Mirror  for  Magistrates  (Sackville),  210 

Mob,  see  People,  the 

Moli£re,  Jean,  81  n 

Monarchy,  French  belief  in  a  strong  cen- 
tralized, 9;  order  and  stability  through 
agency  of,  15 

Monk's  Tale  (Chaucer),  175 

Monnier,  Philippe,  quoted,  5 

Monosyllables,  poet  advised  to  use,  167 

Montaigne,  Michel  de,  2,  81,  95,  140,  147; 
quoted,  131,  146;  education,  148 

Moralists,  Elizabethan,  203 

Morality  plays,  French,  103,  132 

More,  Sir  Thomas,  155,  156,  157,  162 

Morgante  (Pulci),  24 

Mornay,  Philip,  167 

Motet,  supreme  position  in  music,  191 

Mulcaster,  Richard,  161,  165,  213;  quoted, 
1 58-63  passim 

Mustapha  (Greville),  178 

Myrick,  K.  O.,  1,  219,  225 

Naples,  academy,  76 

Nash,  Thomas,  199,  218;  quoted,  164,  171, 

207,  222 
Nationalism,    place    in    literary    criticism, 

229;  see  also  under  Criticism;  Language; 

and  under  England;  France;  Italy 


Nature  of  the  Four  Elements,  The  (More),  162 

Neo-Platonism,  65 

Niccoli,  Niccolo  de',  3 

Nores,  Jason  de,  see  De  Nores,  Jason 

Northumberland,  Earl  of,  222« 

Obedience  of  a  Christian  Man  (Tyndale),  155 

Ode,  132,  135  ff.,  230 

"Ode  XVIII,  a  son  neveu  .  .  .  "(Ronsard), 

H5 
Of  English  Poetry  (Webb),  190,  197 
Old  Fortunatus  (Dekker),  166 
Olgiati,  Girolamo,  3 
Olive,  U  (Du  Bellay),  1 19^144 
On  English  Verse  (Campion),  181,  201 
Ordonnances  of  Villers-Cotterets,  83,  97 
Originality  not  considered  desirable,  174 
Orlando  furioso  (Ariosto),  46,  226 

Palladis  Tamia  (Meres),  204 

Pamphleteers,  198 

Paradise  Regained  (Milton),  187 

Parthenio,  Bernardino,  54 

Passive  obedience,  7 

Pastoral  genres,  133  ff.,  230 

Pastor  fido,  II  (Guarini),  62 

Patronage,  8,  65;  effects  of  system,  73; 
necessity  for,  143;  king  and  great  lords 
the  patrons  of  letters,  148;  in  England, 
221 

Patterson,  Warner  F.,  1 

Paul  III,  pope,  6 

Pazzi,  Francesco  de',  3 

Peacham,  Henry,  226;  quoted,  194 

Peletier  du  Mans,  Jacques,  91,  94,  98,  108, 
128,  133, 136,  139,  143, 146;  quoted,  100, 
106,  112,  113,  137,  142,  148,  152;  demo- 
catic  position,  124;  English  critics  bor- 
rowed from,  1 74 

Pembroke,  countess  of,  1  79,  222 

Penseroso,  II  (Milton),  186 

People,  The:  attitude  of  scorn  for,  2;  in 
Italy,  5,  53-56;  in  France,  7, 1 19-27;  right 
to  books  in  their  own  languages,  25;  end 
of  poetry  to  please,  79;  French  scorn  for 
language  of,  100;  critics  and  poets  whose 
sympathies  are  with,  123;  Ronsard's 
complaint  against,  126;  scorn  of  English 
critics  for,  197-202,  205;  way  to  remove 
poetry  from,  217;  Sidney's  attitude  to- 
ward, 224,  225;  art  of  living  cannot  be 
acquired  by  low-born,  226 

Peterson,  Robert,  i88« 

Petrarch,  Francesco,  22,  53,  61,  65;  influ- 
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enceofwork  in  vulgar  tongue,  22;  lan- 
guage he  wrote  in,  27,  31,  32 

Pettie,  George,  160 

Phaer,  Thomas,  161,  163 

Philip  II,  king  of  France,  83 

Philosophie  de  ['art,  La  (Taine),  101 

Philotas  (Daniel),  179 

Piccolomini,  Alessandro,  quoted,  5472 

Pigna  (II),  41,  46 

Pindaric  Odes  (Ronsard),  124 

Plato,  55,  69,  70,  72,  141,  142 

Platonic  Academy,  Florence,  76 

Playhouses,  Puritan  attack  on,  220 

Pleasure  the  end  of  art,  78 

Pliiade,  82,  94,  95,  135,  142;  literary  pagan- 
ism of  critics  of,  104;  revolt  against  vul- 
garity, 123;  complaint  that  mob  does  not 
appreciate,  126;  purpose,  141 

Poesia  vol  gar  e  (Colli),  28 

Poet,  experimenting  with  short  lines,  117; 
defender  of  a  people's  liberty,  enemy  of 
despotism,  228;  definition  of,  in  aristo- 
cratic terms,  231 

English,  215-28;  epic  poet,  191;  re- 
sent pressure  of  debased  popular  taste, 
206;  apology  for  low  language  of  his 
characters,  212;  as  seer  and  divine  proph- 
et, 215;  his  purpose,  219-28;  should  be 
of  gentle  birth,  219,  221;  publication  be- 
neath dignity  of  aristocrat,  219;  efforts 
to  win  patrons,  222 

French,  141-49;  scorn  for  the  people, 

119—27;  duty  to  enrich  language,  122; 
place  in  society:  divine  powers  attributed 
to,  141;  combination  of  lawgiver  and 
priest,  142;  patronage,  143,  148;  court 
poet,  146  f.;  must  be  learned,  148; 
achievement  in  glorifying  nobles,  151 

Italian:  idea  that  he  was  inferior,  53; 

must  not  follow  popular  taste,  54,  55; 
and  the  purpose,  64-81;  critic's  concep- 
tion of  character  and  position  in  society, 
64;  and  his  patron,  65;  must  be  good  and 
learned,  66  ff. ;  reluctance  of  courtier  to 
publish  his  verse,  68;  air  of  effortless 
grace,  69;  aristocrat  of  the  aristocrats: 
divinely  inspired,  77 

Poete  courtisan,  Le  (Du  Bellay),  147 

Poetica  (Daniello),  71 

Poetica  (De  Nores),  62 

Poetica  d'Aristotele,  La  (Castelvetro),  77 

Poetics  (Aristotle),  38 

Poetics  of  Aristotle  in  England  (Herrick),  i88n 


Poetry,  social  purpose,  14,  231;  see  also  un- 
der forms,  i.e.,  Epic;  Sonnet;  etc 

English:  blank  verse  line  of  five  feet, 

117;  dichotomy  between  practice  of,  and 
criticism,  130;  anti-Catholic  feeling  en- 
tered in  to  condemnation  of  rhyme, 
198  ff.,  231;  test  of  popular  verse,  199; 
argument  against  rhyme  based  on  snob- 
bishness, 201;  decorum,  208  ff.;  way  to 
remove,  from  the  people,  217;  a  learned 
and  gentlemanly  occupation,  218;  pur- 
pose, 219-28;  Puritan  attack  on,  220; 
deeds  of  great  men  as  subjects,  222 

French:  first  place  among  nations  for 

narrative,  83;  Alexandrine  considered 
best  substitute  for  Latin  hexameter,  117; 
introduction  of  quantity,  122;  decorum 
in,  128-30;  minor  genres,  130-40;  Du 
Bellay's  desire  to  substitute  classical  forms 
for  popular,  131;  national  forms  de- 
fended, 131  f. ;  purpose,  149-52;  im- 
moral or  divine,  150;  nationalistic  pur- 
pose, r  50  ff . 

Italian:  social  rank  the  subject  of,  38; 

classical  meters  offered  as  a  substitute  for 
rhyme,  55;  purpose,  69—77;  rnoral  oppo- 
sition, 70;  necessary  to  well-being  of 
state,  71;  political  function,  72;  moral 
function,  77;  end  of,  to  please  the  people, 

79 

Politics,  poetry  an  adjunct  to,  72 

Politiques,  the,  of  France,  9 

Poliziano,  Angelo,  21,  56 

Pomponius,  Laetus,  76 

Pope,  Alexander,  229 

Porcari,  Stefano,  3 

Praelectio  in  statium  (Poliziano),  21 

Precellence  du  langage  franqois,  La  (Estienne), 
88,  95,  96,  98 

Preface  sur  la  musique  au  Roy  Franqois  I 
(Ronsard),  121 

Princes,  influence  in  popularizing  use  of 
vernacular,  24 

Printing  press,  influence,  84 

Promos  and  Cassandra  (Whetstone),  182 

Prose  della  lingua  vol  gar  e  (Bembo),  25 

Prose  scelte  (Bembo),  21 

Protestant  movement,  in  France  became  a 
movement  in  opposition  to  ruling  pow- 
ers, 7,  8;  in  France  and  England,?83; 
fight  for  vernacular  connected  with,  83'f. 

Publication  beneath  dignity  of  aristocrat, 
68,  219 

Pulci,  Luigi,  24 
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Puritans,  opposition  to  monarchy,  153;  at- 
tack on  poetry,  220 

Puttenham,  George,  164,  193,  200,  223; 
quoted,  165,  171,  175,  177,  180,  191,  192, 
199,  200,  208,  211,  212,  216;  scorn  to- 
ward taste  of  lower  classes,  205;  good 
word  for  old  stories,  206;  equates  learn- 
ing with  court,  2 1  7 

Quintil  horatian  (Aneau),  94,  131,  142 

Rabelais,  Frangois,  95,  131 

Rastell,  John,  quoted,  162 

Rathborne,  Isabel,  quoted,  195 

Reformation  movement,  democratic  as- 
pects, 13 

Regio,  Luigi.  92/2 

Religious  terms  used  in  class  sense,  215 

Renaissance,  called  age  of  despots  in  Italy, 
2 ;  aristocratic  ways  of  thought,  1 52 ;  the 
turn  against  ecclesiastical  authority  in 
favor  of  individualism,  168;  considered 
itself  a  learned  age,  217;  easy  to  mis- 
interpret, 229 

Renwick,  William  L.,  16 

Republic  (Plato),  69 

Reulis  and  Cautelis  to  Be  Observit  in  Scottis 
Poesie  (James  VI),  210 

Revenge  of  Bussy  d'Ambois  (Chapman),   1 76 

Revival  of  Learning,  6 

Rhyme  royal,  231 

Riccio,  Bartolomeo,  22 

Richard  II,  king  of  England,  154 

Rights  of  man,  no  Protestant  theory  sympa- 
thetic to,  formulated,  8 

Rime  (Bembo),  25 

Robert,  king  of  Naples,  65 

Rollins,  Hyder  E.,  201 

Roman  Catholic  Church,  ultramontanists, 
8;  demand  for  Bible  in  the  vernacular 
an  attack  on  hierarchy  of,  84;  fought 
against  use  of  French  language,  85;  pub- 
lished English  New  Testament,  156 

Romances,  defended  as  epics,  46;  popu- 
larity, 54;  prose,  of  seventeenth  century, 
135;  opposition  to  medieval,  203-7;  con- 
sidered papist  and  un-English,  203—7; 
defenders,  206;  chivalric,  a  means  of 
teaching  aristocratic  virtues,  231 

Romane  Historie  (Livy),  167 

Romanzi  (Giraldi  Cinthio),  46 

Romanzi  (Pigna),  46 

Rome,  ancient:  well-arranged  society,  13; 
two  languages,  25;  academy,  76 


Ronsard,  Pierre  de,  47,  87,  93,  no,  ii2rt, 
113,  124,  146;  quoted,  89  ff.  passim,  100, 
102,  103,  106,  ill,  1  1 4  ff.  passim,  125, 
126,  129,  134-45  Pa^sim,  150,  151;  con- 
tempt for  the  people,  120  ff.  passim;  on 
enriching  the  language,  122;  interest  in 
satire  and  eclogue,  133;  contributions  to 
ode,  136;  English  critics  borrowed  from, 
174 

Round  Table,  win;  aristocratic  ideal  of 
Sidney  differs  little  from  chivalry  of,  206 

Roy,  Louis  le,  97 

Sabino,  Francesco  Florido,  21 

Saintsbury,  George,  228 

Sallust,  i87n 

Salviati,  Leonardo,  33 

Samson  Agonistes  (Milton),  187,  188 

Satire,  dealt  with  lowest  class,  41,  230; 
French  counterpart  of,  132,  a  weapon 
against  evils  of  the  times,  1 33 

Savonarola,  4,  7° 

Scaliger,  Julius,  39,  40,  43,  44,  48,  49,  57, 
58,  71,  75,  77;  quoted,  47,  59;  English 
critics  borrowed  from,  1 74 

Scholars,  idea  that  they  were  inferior,  53 

Scholemaster  (Ascham),  157,  206 

Scotland,  Calvinist  opposition  to  king,  7 

Sebillet,  Thomas,  103,  130;  quoted,  104 

"Second  Defense"  (Milton),  186 

Sejanus  (Jonson),  179,  i87n 

Seneca,  105 

Shakespeare,  William,  161,  172,  176 

Sheavyn,  Phoebe,  73,  221 

Shepheardes  Calender  (Spenser),  165,  177,  209, 
211,  215,  224 

Sicilian  dialect,  18 

Sidney,  Sir  Philip,  153,  180,  183,  190,  209, 
211,  219,  222,  224;  quoted,  160,  169,  178, 
182,  192,  194,  206,  215;  objections  to 
mixed  drama,  212;  brutal  attitude  to- 
ward lower  classes,  224,  225;  accepted 
chivalric  romances  as  means  of  teaching 
aristocratic  virtues,  231 

Siena,  academies,  76 

Sir  Philip  Sidney  .  .  .  (Myrick),  1,219 

Six  livres  de  la  Republique  (Bodin),  9 

Smith,  Gregory,  212,  220 

Snobbishness,  political  and  social,  5;  of 
Latin  clique,  21,  22;  aristocratic  bias  of 
Italian  critics,  53;  English  argument 
against  rhyme  based  on,  201;  converted 
into  an  aesthetic,  202 
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Social  distinctions,  observance  of  decorum 
necessitated  maintenance  of,  57;  (see  also 
Decorum);  reflected  in  legislation  of 
Elizabeth,  183  ff. 

Society,  aristocratic,  hierarchical,  accepted 
as  norm,  2;  ideal  of  an  ordered,  13 

Elizabethan:  dominated  by  aristo- 
cratic mores,  168 

French:  drama  reflects  social  struc- 
ture, 1 01-9 

Italian:  amusements  of  a  half-civil- 
ized, 24;  middle  class,  43;  close  connec- 
tion between  aesthetics  and,  45;  attitude 
of  aristocrats  and  literary  critics  toward 
the  people,  56 

Socio-political  ideas  of  Renaissance,  2  ff. 

Solitaire  Premier  (Tyard),  126 

Some  Versions  of  Pastoral  (Empson),  134 

Sonnet,  declared  Provengal  in  origin,  132, 

138,  139;  learned  and  aristocratic  form, 

139.  230 

Sophocles,  101 

Sophonisba  (Trissino),  30 

Sorbiere,  163 

Sorbonne  forbade  translations  of  Bible  into 
French,  84 

Sources  italiennes  de  la  Pleiade  (Villey),  95 

Sovereignty  defined,  9 

Spain  hated  by  English,  166 

Spanish  Tragedy  (Kyd),  176 

Spenser,  14,  118,  159,  161,  180,  182,  190, 
201,  209,  225;  quoted,  158,  177,  181, 
183,  210,  212,  2156°.  passim,  221,  224; 
finds  Chaucer  "well  of  English  unde- 
fyled,"  i66n;  scorn  for  borrowing  of  alien 
words,  167;  conscious  of  purpose  of  his 
form,  193,  195;  scorn  for  the  people,  197, 
1 98;  reception  of  Shepheardes  Calender,  211; 
principles  of  decorum  adhered  to  in 
choice  of  vocabulary,  213;  accepted 
chivalric  romances  as  means  of  teaching 
aristocratic  virtues,  231 

Spingarn,  Joel  E.,  1,  39H,  57,  149,  i88n, 
2ogrc 

"Sprezzatura,"  219 

Stage,  see  Drama 

Stage  settings,  of  comedy,  44;  decorum  in, 

63 

Stanyhurst,  Richard,  162,  199;  quoted,  198 

Stanze  (Bembo),  25 

State,  the:  poetry  necessary  to   well-being 

of,  71 
Steele  Glas  (Gascoigne),  165 
Strabo,  66 


Strozzi,  Ercole,  21,  25,  34 

Stubbs,  Philip,  10 

Style,    divided    into    three    categories,    57; 

Tasso's  concept  of  the  grand,  58 
Summo,  Faustino,  62,  71 
Sumptuary    edicts,    of    Italian    Republics, 

109;  of  England,    183;  proclamation  of 

•559.  l84 
Symonds,  John,  6,  48 

Table  Round,  H2n,  206 

Tacitus,  30,  187^ 

Tahureau,  Jacques,  quoted,  123 

Taine,  Hippolyte,  101 

Tasso,  Torquato,  48,  54,   77;  quoted,  55, 

58,  7i 

Tassoni,  Alessandro,  quoted,  72 

Teares  of  the  Muses  (Spenser),  180,  197,  198 

Temple  de  virtu  (Habert),  go 

Teogenio  (Alberti),  23 

Time,  unity  of,  54 

Tolomei,  Claudio,  55;  quoted,  35 

Topica  poetica,  La  (Gilio),  55,  59 

Tory,  Geoffrey,  87,  89,  97 

Toxophilus  (Ascham),  157,  158 

Tracconaglia,  Giovanni,  95 

Tragedie  d'Euripide  .  .  .,  La  (Baif),  104 

Tragedy,  English,  174;  social  basis,  175; 
subject  matter,  1  76,  1  78;  poverty  of  play- 
ers contrasted  with  richness  of  costumes, 
177;  style,  177,  178;  one  end  to  show 
kings  errors  of  their  ways,  178;  moral 
lessons  for  others,  1 79;  essential  difference 
between  comedy  and,  180;  iambic  verse 
suitable  for,   181;  Milton's  theories,   186 

French,    101  ff. ;    distinction    between 

and  other  dramatic  genres  is  one  of  rank, 
101,  105  ff.,  128;  characters,  102;  pur- 
pose, the  correction  of  morals,  103,  105; 
moralities,  103,  132;  introduction  of 
Christian  themes  opposed,  104;  study  of, 
part  of  training  of  nobleman,  105;  few 
written  in  strict  Seneca  tradition,  108 

Italian:  rank  marks  difference  be- 
tween comedy  and,  37  ff. ;  plot  must  be 
historical,  41 ;  social  basis,  41 ;  dealt  with 
affairs  of  state,  43;  a  pure  genre,  61; 
teaches  hatred  of  tyrants,  62 

Tragicomedy,  62,  182,  183,  230 

Tresoriere,  La  (Grevin),  132 

Trissino,  Giangiorgio,  27,  28,  30,  44,  47, 
51.  54.  77;  quoted,  50 

Troade,  La  (Garnier),  103 

Tudor  kings,  dominance  of  nationalism  in 
reign  of,  156 
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Tuscan  dialect,  see  under  Language,  Italian 

Tuve,  Rosemond,  167s 

Tyard,  Pontus  de,  122,  126,  142?? 

Tyndale,  William,  quoted,  155 

Tyrannicide,  2 

Tyranny,  tragedy  warns  against,  1 78 

Ultramontanists,  8 
Urfe,  Honore  d',  135 
Utopia  (More),  157 

Varchi,  Benedetto,  12,  22,  33,  54,  60 
Vauquelin  de  la  Fresnaye,  Jean,  15,   103, 
108,  in,  138,  139;  quoted,  104,  105,  107, 
112  ff.  passim,  129,  136,  147,  150;  defense 
of  national  poetic  forms,  1 32 
Veblen,  Thorstein,  quoted,  1 1 6n 
Venice,  an  oligarchy:  ideology  based  on 
conception  of  state  as  everything,  3;  re- 
mained free  throughout  Age  of  Despots, 

19 
Vernacular,  see  under  Language 
Verrato,  pseud.,  see  Guarini 
Verstegan,  Richard,  161 
Vida,  53,  55,  57,  67,  77 


Villani,  Niccol6,  47 

Villari,  P.  and  L.,  quoted,  yon 

Villers-Cotterets,  Ordonnances  of,  83,  97 

Villey,  Pierre,  95,  131 

Virgil,  13,  47,  75,  115,  143,  190 

Virtu,  48 

Virtue  in  aristocratic  society,  145 

Visconti,  the,  19 

Vulgarity,  revolt  against,  1 23 

War,  subject  of  heroic  poem,  1 13 

Warner,  William,  190 

Wars  of  Religion,  83 

Webbe,  William,  161,  177,  197,  199,  200, 
211,  223;  quoted,  190,  191,  213,  223 

Whetstone,  George,  212;  quoted,  182 

Wilson,  Thomas,  172,  206;  quoted,  168 

Wit  and  Rhetoric  in  the  Renaissance  (Crane),  I 

Wolsey,  Cardinal,  quoted,  15572 

Woorke  concerning  the  Trewnesse  of  the  Chris- 
tian Religion  (Mornay),  167 

World  of  Words  (Florio),  169 

Wycliffe,  John,  1 54 

Zandvoort,  R.  W.,  224 
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